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By 


Dr. Sulochana Rajcndran 


long stretch of success story overcom 
ing a none-too 

‘asura sadhaka\ the fire and zeal for a 
dynamic musical expression, and deter- 
mination and dedication, taking him to 


Bhavayami Raghuramam, 
Bhavya Sugunaramam 


u 


* 


voice wi 


f t 


his epic 

Tirunal turns in h s chiselled hand- 


poem of Maharaja 


T 


heights of fame. 


ling into a rnulti-hued musical gem. 
sublime 


SwarajathL Kamakshi Amba 


t 


DYNAMIC GLOW 


comes alive in 


bedecked in Bhairavi 




rendition of 
(Mukhari) churns 
Marubalka (Sriranjani) excit- 


his enunciation. 
Ksheenamai 


9 


Born on July 25 


1 


* 


f 


music when 


‘golden age’ of 
doyens like Tirukkodikaval 

maternal u 


* 


* 


you yearn 

the dawn of bhakti in Teliyaferu Rama 


es you 


Iyer (Sammangudi's 


jP * 


(Dhenuka) and 


Bhakti Margamunu 
tranquil bliss descends on you 


a 


Srinivasa Iyengar. Madurai 


Pooch i 


he 


Pushpavanam, Veena Dhanam, Koneri 
rajapuram 
marugal Natesa 

field, he had the golden opportunity 

musicians. His 


loses himself in the strains of Ritigowla, 


Vaidyanatha Iyer and Tiru- 


into Dvaitamu Sukhama, Advai - 


Pillai dominated the 


delving 
tarnu Sukhama . 




of listening 


Sa- 


under stalwarts 


m 


O 


There is an air of authenticity and 


own 


V 


V 


kharama Rao 


, a blend of classicism and 


it . ’ 


absorption 

romanticism, vigour and 
gusto and glee in his style. It trans- 

In its 


him the feel of a 

And his 

at Kumbakonam. aided 


wanatha Iyer gave 


vitality and 


'sa- 


« 


ion 


must 


dhaka’ sessions 


cends mere technique and 


by 


ram 

and Kumbakonam 
moulded th 


■9 


nasal inflexion, the voice 
added dimension. 


acquires an 


t 




And with the power 


» 


concert artiste who star t- 


the 


sustained by tradition, he stride 


ft 




That is 


musical world like a colossus. 


Semmangudi took off in 


Sangita Kalanidhi Semmangudi Srini- 
vasa Iyer, 81 
being currently celebrated by music 


i 


ed throu- 


kodi s generation. 


Ariyak 


whose Satabhishekam is 


r 


gh GNB 


* 








ebullience and is still 
eternal shine amidst the 

Srinivas 


with eclat and 


lovers all over the country 


w 


glowing with an 


A 


generation of Mandoli 


n 


For one not gifted with a melodious 
voice, he has held the “reins 


i 


span of over six decades 


1 1 


than his confreres, past and present. 


be- 


ir of chaste Kritis, 


imagination, a reservo 


come a legend in his life-time, is one 






The 


he says. 


be revived, but 


explorer in the ocean of ^ _ 

surfacing with rare 9 “ r0 . 

them a unique sheen. He has a v 
gramme to suit every taste. As he 

confided once to this writer 


noi possibly 


system 

its spirit 
carriL 


an 


could certainly be 


ng. 


ed out in the i 


one guru at 


under 

is not an 


coaching 


Intensive 


the 


impossibility. 

method of teaching whether at 

individual level is based 
He never confines 

V m 


advanced level 


self 


* * „ 


was his 


secret of his success 
rooted conviction in and d€ 

• ‘old is gold 


His own 


otion to our 
his gold- 
match to 


i V 


institutional or 


i pa- 


is 


* i 


past tradition 

en vachakam. “There is 

the grandeur of time-tested raga 

They need no propagation, no pub V 

So steeped are they in the musical 

handed 


on this 


He would 


one-hour time 


self to a 
teach for three 


stretch so 
could get time to be 


that each student 


heard, trained and 


gems the v 
down to us”, he added. 


‘ATTRACTIVE’ LESSONS 


OLD IS GOLD 


teach them songs 


Catch em young 

in, easy roeloiW and lilting 

i could enlist more 
with dry lessons of Sarali and Jan- 

in with, Mohanam, 


rhythm. That 


He has been singing quite a number 

and kritis repeatedly for some 
and they have 


students 


way you 


of ragas 


than 

tai Varisais ! To beg 

Sankarabharanam and Kharaharapriya 

could be the ragas to attract. Once en- 
gaged in the art, the intake of the alpha- 

would be much easier, he 


years now 
either in rendition or in audience appre* 

On the contrary, they gleam 
sheen everytime he renders 

Why then the craze for “apoor- 

They could 


ciation. 


with a new 
them. 


is 


va” ragas, he questions, 
just be splashed once in a while thro- 
ugh kritis but not elaborated into an 

Perhaps this aversion to apoor- 
has made him a staunch oppo- 


theory on s u- 

thrives on 


Never foist 


observes. 


dents, he says, for music 
practical enunciation. 
Gnana’ one forges 


With ‘ 


essay. 


ahead and 

Lakshana Gnana’ one hesitates. 

may sometimes be a hin- 
drance to freedom of manodharma, the 


va ragas 

nent of Vivadi melas which he deems as 


Mas- 


tery of theory 


'dosha' ragas, not fit to be handled ! 


master often says. 


Semmangudi is no orthodox 


He is an optimist. He does not bemoan 


Among the doyens of Karnatak 
music who have established a haani of 


the fall, if any, in standards of classical 

He acknowledges that musical 


music 

evolution can never be an isolated phe- 


, none has so 


their own with a following 


large a ‘sishya 


parampara’ as Semman- 


to mould itself 


nomenon. It has 
tune with the current soeio-cultural mi- gudi. 


in 


empire’ meticu- 


built and nurtured. 


lieu. What the present day music 
lacks is sanctity; the sense of propor- 

The urge for 

pyrotechnics, for the spectacular and tic 
for earning applause, he regrets, 
remedial measures are not beyond our 


tion too is lost sight of. 


But intensive training 


prac- 

alone would not make a per- 

a sishya, the 


former of 


maestro 


essential is a proper in- 

While it serves 


says. 

troduction by the guru 


reach. Music should be approached 




or- i he one hand 


a 


of his disciples, 
jh) may be mentioned 


fo re- 


necessary for the student 
performing 


on 


art of 
on the other, 

nt and recognition from 


it earns him 


» 


* 


idhi 


P. iS, Narayanaswamy, 


r 


Kedararaman 


V. R. Krishnan 


i 


and 


f 


Semmangudi 

a number of 


t 




At this age it is 


came 

appearances 

ram 


his voice has 


withered and does 




command the same vigour 

But the spirit has not s 


4' 


mg 


guru 

debut, as a 

was an impromptu arrangement by that 
laya ti an, Azhaganambis 

place in 1926 at the ter 
‘-T Lord Nageswara at 
with Ratnavelu Pillai 
and Tirukkodikavai Venkatarami 
companying him on the mridangam and 
violin respectively, with just mute scul- 

to him inside 


as of old. 


in concerts. 


■ 


9 


(St 


mu- 




sical sensitivity spurs 


him on to capture 


beauty of the serene t 


raga explo- 


in 


rations and bhava interpretati 


e precincts 
Kumbakonam 

s son) 
ter ac- 


in 


mraval. At times when 


voice 
rapid strides in 
octave and a rocket burst of 


c 


o 


truant he takes to 


« 


V 




upper 

swaras. 


His decision to retire has 


ptures s anding audience 


riafised. 


His fans would not let 


torrential rain 


him 

So the magic of Semmangudi 


m 


outside ! 

Mazhai” (heavy downpour) 


i i 


retire. 


accompany- 
ing ‘Gaana Mazhai’ (musical downpour)! 

And what a torrential melody it has re- 


the rasikas throng 
hear snatches’ and revel 


nostalgic 


in 


mained ever since n 


* ■ 


memories ! 


Semmangudi 
, and has accordingly 


not forgotten 

introduced 


4 
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the saga of semmangudi 


Shanmukhapriya Shadaakshara 

Paavana 

Sharavanabhava 


surfacing 

artsmith' 
tunes, 
lyric i 


invaluable 


an 


giving a 


new sheen to old 
casting 

mould. 


ennurrr 

tanai 

Sadaa Japi en Naave 


a trend-selter 




rare 
A teacher 
to the art 


in a musical 


non-pareil. 


his 


servi 


perennial. 
Sishyaparam- 
meticufously con- 
with a number of 


His is perhaps the 
para, a vast 


M 


new sheen to the Shanmukhapriya 
Raga and a shot in the arm for the 

composer Sri Papanasam SivanJHH 
magic interaction of Semmangudi with 
the melody, with the Vaggeyakara 
a magnetic spell Sangatis, 
and improvised, cascade with caden- 

swaying the Raga devata, emoting 

the Sahitya Bhava and spellbinding the 
Rasikas. 


mpire 


cei 


and nurtured 


The 


Sishyas adorning academic 


‘chairs'. 


earning accolades and 


awards on 
also shining 


, casts 


per- 

illus- 


forming forum and 
trious teachers. 


original 


On the 


occasion of the 
ishekam 


maestro's 

tak- 
some 


Be it an all-time great’ Raga 
or an apoorva melody, ‘Semmangudi 
stamp gives it a 

does the repertoire, 


9 


es 


ure 


in 


excerpting’ 
cherished by 


image. So 
ranging from Swa- 


fond 


memories 


an 


ardent Rasika 


a couple of Kalanidh 


rajati to 'he chiselled Kr it is onto Kavadi 




peers, culled ou ! from 


SEMMANGUDI 


Chindu. 


80 


out on 

occasion by the “Semmangudi S 


r - 


Verve 


and vivacity, 


vidwat 


and 

sparkle in the doyen’s Baani. 


and the Semmangudi Trust 


v 


I * 


1 here 


grace and gusto, 
music transcends technique and 
form 


The 


Justice V. R. Krishna lye 


mere 
singing 
emotio- 
bringing on to it sub- 


r reminisces : 


Seemingly easy 
same fathoms the 


all the 

nal labyrinth 
tier touches of aesthetics 


( i 


• * . Those were days when Palghat 


revelled i 


in sangeet and abounded 

Sabhas were 
aplenty. And 

a concert was announced, the 
crowd flocked, and the city 
with comments fair and foul. 


r 


in the 


critics and connoisseurs. 


aiapana. in 
niraval. 


and in the choosey but cutcheries 


9 


rocketburst of sarvalagu 
swaras are but a rescue measure ton- 


when 


was agog 


ing a truant voice, 
inflexion adds 


To which the nasal 


i I 


a third dimension. His 
concerts are invariably enjoyable treat, 
offering a 

every palate. 


i * 


. . Remember, those were the days 


catering to 
Even, the Tukkadas to- 
never stale listeners 


of giants of Carnatic 


music, vocal and 
who strode like 1 colossi 


instrumental 


wards the close 


the Rome of raga and kirtana and the 


glorious melody of the South, 
yond the host of vidwans who haunted 
the hundred agraharams around river 


And be- 


i Srinivasier is 


the 


re- 


servoir’ of repertoire 


an explorer often 


5 


Kerala, principals of 
minions who had to 
echelons above. In- 

Secretary was 


"In 


Bhagavathar, 


Mundai Rama 

Vaidyanatha Bhagavathar 

■ MM5 and other 


colleges were 






i. 


.a 


» 




that 


ffer orders from 


f 






su 


ridangam Marti 


jtabfy, the Education 

and Srinivasier a mere govern- 

One day, way back in 

surprised me by a 


m 


D 


evi 


sou. 


that fertile 


the boss 


s 




* 




v 


Fhough 


ment minion. 




1957, Semmangudi^^H^g | 

the Cantonment House, my 


■■ 


■ 




1 




he con- 
to the top and 

tablished a perso- 
intoxicating aroma 

esistibly m 


# 


he saw 


He came 


* 


-ft * 


si 


visit to 


* 


Kerala. 






Minister m 


f** 


cial residence as 




he apprised me of 


es 


With qreat hesitation 


and 


! 


an 


but obvious 

the I A S top brass writing to 

I called the ad- 


n 


i 


9 


ng 


11 




c . 


M 


ery irr 


I 


implied in 

him as a 
mini 


subordinate 

strative boss over to meet me and 

that Srinivasa 


* 


comparable only o 

. His 


I 


mangudi sagaram sagaropama 

body movements, now wavy, now 
zied. always struggling to compete with 
the vocal notes, were a thrill, and I 
never could enjoy the full savour of a 

Semmangudi cutchery 
the singer in a 
sion. Those 

raga marvels, those gamaka wonders 

jewels there, jewels 
. This doyen at 80 has 


politely reminded him 


government servant in 


Iyer might be a 

his department but Semmangudi was 

votaries were 


a 


super-vidwan 
everywhere 
human 


moved 




ing 


musical juris- 


swirl of excited expres- 


higher and vaster than the 


diction was 


those 


* 


ime 


administrative authority of an education 


» 


officer, a cultural bure- 
aucrat, gave no room theieafter for the 
Cham of Karnaiic music to feel hurt. 


jewels here, 

everywhere . . 
proved that the law of limitation does 

not apply to his faculties, for age 
net wither him nor custom stale what is 


? i 


can- 


* 


* 


* 


r 


* 


ic 




* 


He is a researcher; a tea- 


a divine gift. 


Speaking of Semmangudis popularity 
in Karnataka, Sangita Kalanidhi Mysore 
V. Doreswarni Iyengar writes : 


musicians. 


r 


i 


non-musical 


« i 


rmit m 


I think it was Sir C.P. who 


t i 


i was almost unknown 
1935. When his name 




i 


V i 




mmangudi to the Trivandrum 

ollege as its Principal 
showered lustre on the office 

memorable to the universe of 
Sangeet thro* 

toration of the musical compositions 
t prince among composers and 
er among princes, Swati Thiru- 
Sir C.P. left in haste, Travancore 

native State, Kerala 
into being with its own leftist po- 




to 


m 


re till 


! 






• He appeared i 
made 


in the programme list that 

their eye- 

new artist 


year, many 

brows wondering who this 




ft 


L 


- 


could be. 


of them went to his 


ri 


concert not with much hope or expec- 
tations. 

young man 


h 




Right at 6’o clock they saw a 


i r 








mangudi was probably 




■ 




to be a 




on this side of 30) appear on the stage 






with a bright austere face, along with 


Raj a man ikk am Pillai and Umalyapu 


and Semmangudi surviv- 


« 


h 


ram 


p i 




■ 


a. 


Kodandarama Iyer. 


0 m 




Semmangud 


i A 


f uttered a few stotras 

then 

The very first 

piece Saraseeruhasanapnye in Mata 


for the first time 


and asked my guru to 

collect it from Semmangudi. 


for himself in a low 


voice 


t I 


started the 


concert. 


fully captured the audience and 


r- 


W 


* 


v 




w 




ed them of the soulful 


were going to hear for the next 4 ho 
His rendering of 

(Sama), Marubalka (Sriranjan 


Sangitha Kalanidhi Dr. 


urs 


■■ 


Manasa Sancharare 


evaluates Semmangud 


* 


sudha (Arabhi) etc., created 


a powerful 
Here is ano- 


4 4 


... I first heard him 
nam Gana Sabha in 




in 


-■ 


impact on the 


m 


ther artist with 


refreshingly original 


« 




very item from the first to the last 


style was their spontaneous 
The next year also he gave 
he same place before 


ft 


sung with tremendous effect. 


was 


H i s 


a concert in 


* 


ring 


were in 


but not 
or aesthetic 




1 


a packed audi- 
ence, among whom were Mysore Vasu 


at the cost of 


Sastry, a 

top-ranking Andhra Mridangam Vidwan 
by any standards, who had 


r, my guru Veena Venkatagiri- 
appa and other well-known 
of Mysore 

ble performance. 


musicians 
That was again a memora- 

My guruji was so im- 
pressed that even the next day he 

saying Semmangudi s Arabhi, Reeti- 
gowla and Kharaharapriya were haunt- 
ing me in my sleep/ 


accompam 
ed Sri Semmangudi in that concert, hai 


9 


led his sarvalaghu Swarakalpana with 


was 


hands more than 


rai 


once, and re- 


marked what can we pi 


y 


m 


t 


t 




swara-kaipana? 
gudi’s concert was 
and a half, 
the effect of 


n 


n- 


in 


ur 


in which time he produce 






a four-hour 


This concert became the talk of the 
town for the next few days and it did 
not fail to reach the 


4 t 


\ 






packing every minute 


with creative im 




gination and detail. 


j 


There was plent 


ars of the then 


1 I 


f 


J 


of music material to remember 


Maharaja Nalwadi Krishnaraja Wode- 
yar. 

have a series of concerts before an 
vited audience. Almost all the emi- 
nent artists of this century, both Karna- 
tic and Hindustani, used to be invited. 
It was a matter of pride and privilege for 
the artists to perform before the Maha- 

connoisseur. 

mangudis turn to be invited to give a 

Rajamanikkam 


rum i- 


f 


and emulate. Semmangudi 


Every now and then he used to 


sang and conquered. 


B 


in- 


. . . His was not a case of a musician 
who gradually rose to the summit step 
by step; he appeared to the music world 
on the top ever since his maiden con 


I 4 


S 


cert. This is the stamp of a great mu 


ft 


raja, a great 


It was Sem- 




■» 


stcian. 


command performance. 


Pillai and Palghat 
accompanists. 


Mani Iyer were the 


Semm 


fc ft 


angudi popularised Kharaha- 


The Maharaja 


rapnya and Shanmukhapriya more tha 
he anyone else. A composition begin 




artists profusely. Among the other com- 
positions Semmangudi sang, the Maha- turn was the first one of Semmangudi s 
raja was particularly fascinated by /n- gramophone records to be released. 
thasowkhyamu in Kapi which he heard 


ning with the words, Nava siddhi pertra 


of 5 or 6 charanams 


song 


i 


7 






projecting his 
personality is 

takes up for 


icate designs 
1 1 1 1 


terent intri 

L creative 1 

fleeted in 

elaboration 


re- 


as in a 


His 


dhatu kalpana 
Sankeertan 


with the same 

Divyanama 'M 

Iyer 

different ways by giving 

Such a unique way 
l had not heard before 


Sri 


m. 


a 


c n c 


rendered a 


Kambhoji, 

Sriranjani an 1 th( 

usual raga such 

Dwi- 


ety of de- 


Kharaharapriya, 

i Reetigaula 


van 


such 3S 


tail. 


un 


like, or, a 


song 


4 » 


l 




and the like; he 
beauty spots of every raga 

satisfaction to 

and vidwans 


as 


was 


i 4 


voice 

shed for. He tarn- 

needs 


islatakuranj i 


Semmangudi s 


Sri 




touches the 


what he could have 

efractory voice 

ctice. 


Wl 


to suit his 


and gives 


is he takes up 


ed a r 

through hard pra 

the characteristic 

During a concert 
sumptuously and without any 
such a way that one wonders if the 

musician 


knowledgeable 


of his voice. 


feature 

his voice will be 


alike 


breaks in 


Swarakalpana needs 




Semmangudi 


s 


4 i 


Initially, he sings 


at all to 


half or one avaftam swa~ 


was stopping 

fresh breaths. Even in his 70s 
two of his disciples provided voice as- 

concerts Semmangudi s 

heard throughout, 


very delicious 


aesthetic appeal (re- 


ras 


of Ariyakkudi); he then warms 

inable sarvalaghu pat- 


miniscent 


sistance in his 

alone will be 


up in his intermi 


with datujanta and deer- 

widely through 

arriving at 
Sri Srini- 


voice 

drowning his di 
its loudness but because 

There is no gamakarn or 

which his voice cannot ex 


terns sparkling 


of its continu- gha- 

quick- two 


lull octaves, and finally 


ity. 


the eduppu with great finish. 

Iyer does not indulge in mathema- 

Had he 


’ime phrase 


vasa 


ecute in a split-second. 


or theermanams. 


ti 


that direction, his 


turned his attention in 


His Kriti renditions are 
pectable. authentic 
thararrt, enriched by his genius 

ginality. 


I I 


swara-kalpana would have 


, traditional patan 


u 


Srinivasa Iyer has 


f i 


. . . Semmangudi’s raga alapana is etched out fo 


himself a place among 


l 4 


!' 


highly characteristic; his ragas contain 


the all-time greats. He is a 


all the characteristic sangathis reveal 


legend in his 


setter who has become a 


raga bhava, not in simple platform 

style of arrangement, but woven in d if- 


ing 


1 * 


■ Jf 


iTe 


3 



IN KARNATAK MUSIC 


By 


& 


T 


he distinctive feature of our Indian 


over rhythm, Neraval 


swarapras- 

nadai. 
galaxy 


music is Manodharma Sangeeta 


particularly 


in 


t 


an aspect best exemplified 


in the expo- 


to this 


sition of Ragam-Tanam-Pallavi 
calls for a 


which 


were Ramnad (Poochi) Sri 
gar, Konerirajapuram 


measure of spot 
in concerts 


Vaidyanatha Iyer 
Vedanta Bhagavata 
avarayanendal Subbarama Bhaga- 
Karaikkudi 


improvisation i 

compositions like Varnam, Kriti, Padam. 
Javali, Tillana etc., which belong to the 


against 


Kallidaikuruchi 


r. 


vatar 


Veenai 


brothers 


In the past 
in elaborat- 


(Subbarama Iyer 


there were not only adepts 

ragas for hours together 


ram 


mg 


Nayana PillaL 




ara- 

nam Narasayya etc., but also experts i 
Pallavi exposition, like, Pallavi Gopal 
Iyer, Pallavi Seshayyar 

swamy Iyer and Shatkala Govinda Ma- 

Pallavi Sampradaya is to be found 


? 


| disappearance from the 

Nayana Pilla^H^H^I^H 


n 


scene of 
possessed a re- 


a 


i Dorai- 


markable mastery 


aya, brought to 
an end the era of exalted Pallavi exon- 


» 


over 


rar. 


The accelerated tempo of life 


only in the Karnatak tradition and 


and consequent 


our 


reluctance on the part 


Nadaswara 


of the audience to 




con - 


prominent role in helping it flourish. 


cert of more than 2 hours duration, all 


round dilution and decline of classical 
values, resu 


GLORIOUS PEAK 


mg from increasing expo- 

music and a 
craze for variety in every- 


sure fo cinema and pop 


It is said that till the early decades of 


pe> 


this 


century 

music used to be invariably of at least 
4 hours duration 


of Karnatak thing 


c 


t 


ing i 

programmes, have paved the way 

reducing both the importance and dura 
tion of Pallavi 
if certs. 


in concert 


for 


with Ragam, Tanam. 
i forming the major segment and 


n contemporary 


i 


having the 


ion’s share of the time 


m an increasing number of 

y is to do away with 


the exclusive item. Among the 


not 


cases, (he tendenc 


distinguished 


i 


Pallavi altogether. Th 


is is indeed a very 


flourished during 


closing decades of 


sorry state of affairs which has to be 


century and the early years of 


this century, special 

made of Namakkal Narasimha lyeng 
who possessed unsurpassed 


mention must be remedied if Karnatak 


to be 


i 


ar 


to the glorious 


of 


?ry 


past. 


9 


in three parts viz., 

i and Makara- 
the introduc- 
and its main 


is done in 


delineation 

Akshiptika, Ba 
ni Akshi 


ni 


from rasa bhava 


RAGA 


conno es 

of the 
make the i 


culmination of 


rendering 

is to 


the 


Raga represents 

the conscious efforts o 

from times imme = a. J^ pontane . 
different rasa bha m ^ mner se ives. 


tory 

purpose* 


musi 


rdhani or the cen- 
the expansive deli- 

and this is carried 


out the 


Ra 


clear 


raga 


refers to 


of the raga 


neation 


ously sprang 




thus em 

enced by our sing- 

of our mu* 


OU' 


The diverse 


Madhyastayi to 


ic 


covers 

The 


The first stage 


the emotions expen 


next stage of the 


of the history 


Mandrastayi. 


ers in course 
sic. acquired appropn 


the Madhyastayi. 

the subsequent stage 


lakshanas, 

It should not 
lakshanas were 


is mainly in 


alapana 
The sancharas 


in 


and a distinctive 


Tarastayi. The last stage 


that these 

the lakshyas as 

in the course or 

Right from 


be 


i comprises 


of Ragavardham 

from Mandrastayi to 
kalas replete with brigas. 

entire alapana 
shadja and this l 


on 


based 




different periods 




lent at 

the evolution of our music 

of Bharata and 


'Tie finale of 


lak- 


vt 


is in 

concluding portion is 


L* | 


the times 

shanas 


the 


tara etc., be- 


like Graha, amsa 


came 

Jatis which were 
elude Sanyasa, 
with Suddha Sankirna 

somed into 18 jatis. 


known 


later enlarged o in- 
Vinyasa 


Along 


etc 


SYMBOLIC OF 


this blos- 

The comparative- 

over a long 


ancient Bandara language Tana 


In the 


word connoting the 


ly ancient ragas in 


is an au 
while esoteric 


to be known as 


OM TAT SAT or TA - 


of time came 


span 


Bhasha 


or 




were called Desi 


those of recent origin 


term changed into 


of time this 


the exigencies of 


course 


Depending on 


Sastra, if 

nto the constituent 

the Takara 


ragas. 


In Mantra 


underwent Tanam. 


time and region, the ragas 


the word Tanam 


i 


and came to be 


considerable changes 


- syllables Ta, A, na and am 
a is said to denote Sankara; the 
Brahma; the Nakaa, Vishnu; while 
final Bindu Am represents all ;! 1 


nto Ragas and Raginis, Stree 


classified i 

Purusha ragas, as well as Gana 

Other divisions i 


and Desi ragas. 
Raganga, Bhashanga 

well 


Kriyanga and 


together, i.e., the Trimurtis 


rna. deities 


as 


Upanga as 

Shadava and Oudava sections. 

of Venkatamakhi, in- 


late Sangeeta Kala- 


According to the 

idhi Mudikondan Venkatarama Iyer, in 

texts, the term Tana 


quent to the time 


came into existence ni 


based on the Janaka-Janya system of 

classification. 


our ancient music 

At present some refers merely to the diverse permuta- 

popularity tions and combinations of swaras. I n 

mentioned that Raga? 

The 


raga 

Vidwans have brought into 
even many Vivadi ragas. 


these texts it is 


are Anantha and so are Talas, 
word Ananth would also refer 
Sarvesvara and as such ragas 
dered using the syllables which g° 
make up this term viz., Aa 


to 


PALLAVI ALAPANA 


are ren- 


to 


Once the raga has been selected for 

I of the Pallavi, its detailed 


exposition 


Tern 


particularly the Akaara which is 


Roopakasthena Ragena Taienacha 


As in the case of 


yaprakta roopakalapti 


Varnas, one can 
hat matter Tanam too in 


r ragas and for 


Sa punar d vivid ha bhaveth 


I 


aukka, Madhyama and Durita 
the raga is rendered in Madhyamakala 
the syllables Ta and Na are used far 


When 


idheeyate' . 




Prof. Sambamoorthy 


however 


dis- 
exposi- 


i 


in succession 


along 

with the Akaara so as to sound like Ta- 

and this possibly 

the Tanam as currently prevalent in the 

realm of Karnatak music. 


this allusion to Pa lavi 


mi 


as very 


r i a m 


is the genesis of 


Coming to the other meaning 
of the term Pallavi, there is a com me n 
cing portion in each of Jayadeva s Ash 


ue. 


The optimal 


kalapramanam for Tanam is 
makala and 
nown as Ganam. 
cations of Tanam are 


Madhya- tapadis called Dhruva 


also serv- 


Duritakala. 


Tanam is es 


to connect up with the end of each 


i 


Charanam. 


class pfi - 
Suddha tanam 
The latter comprises 
efferent types like Chakra tanam, Ma- 
nava tanam etc. 


Basavanna 


I i 


refers to this 


Dhruva as Pallava in 
Vachanas. 


Annamacharya too has 


composed his songs in different 


tions, starling with Pallava 


it is signifi- 
cant that the term Pallavi to denote the 
initial part of a 


PALLAVI 


musical 


seems to have emerged 


rou 


In modern parlance, the term Pallavi 
refers to two different entities, first tho 
initial portion of a musical composition 

secondly the extensive exposition 
of a line of musical words set to a cho- 


time of the Trinity as also Pallavi 


sition as we know it today which too 
believed to be just 


is 


years 

denced by the fact that the earliest 
ference to this aspect 
Karnatak music is the Pallavi 


as evi- 


in the history of 


:en raga and an avarta of tala inclusive 
elaborate Neraval 


c 


an' between Syama Sastri and Bobbili Ke- 


or 


swaraprasthara. 
guished musicologists 


In the view of distin- 


savayya. 


of Karnataka 


like the late Sangeeta Kalanidhi Ralla- 


The credit of being the pioneer in in- 


Sarma and the 

Pallavi 
anyone of 


troducing Sangatis into 
sitions goes beyond doubt to Saint Tya 


musical c 


Chennakesaviah, the ierm 


not figure as such in 
t ancient music treatises. 


garaja and the Pallavis in particular, 


f 


ii 


his compositions are 


veritable store 


It is quite 

musicians who were 


m the realm of 


Sreenivasa Rao the roots of Pallavi 

lie 

flowering 

pti and its fruiting i 
the Trinity 

«ige in the Prakeernaka Adhyaya of 
Sangita Ratnakara. he 

the quintessence of the 
times : 


in the Jatis of Bharata, its 


Tyagaraja s contemporaries stirred by 
the excellence of the Pallavi moiety of 
his compositions replete with Sangatis, 
started elaborating them with neraval 


in Sarangadeva s Rupaka Ala- 


. The following 


short pass- 


and svaraprasthara and this aspect be- 


says, represents 
Pallavi of our 


came the major segment of their con- 


This would appear to be the ge- 


nesis of the tradition of Pallavi exposi- 




Vith' SHANMIJCHA, 


Unuan , p V 



is construed as made ud 


Pallavi itself is 
of the i 


* 


The facts 


Karnatak music. 


m 


{meaning words) 
or rhythm) 
variations). The 


tion in 

the Sahitya of many Tv/aaa 

consisted of the initial words of Tyag 

compositions I 


Padam 


ancient 


support to 


(denoting 


'ends 
pie, Nannu 


vinyasam 


1 


■ 


■f 


this view as, for ex 


am 


i 


I languages and may 
lar, amorous (or bas- 

Kamalakshi 

dhisalu - 
Kutthaiattu ku- 


South Indian 


f 


) 


L 


t 


Raghuvi - 
etc. Later on 

of the 


Ramam bhajeham. 
ram, Sreerama Jayarama 


or 


#— ■ 


rasa e.g 




ri 


ed on 




viraha morvane 


the commencing 


also came 


prove), humourous (6-9 , 

maratthai vittirange) or satirical 

ina hanyako). 


inent composers 
hhmbI exposition 


of other em 
to be used for Pallavi 




like 


range 


samayamide (Syama 

Kamakshi (Dikshitar), Gana- 

unalavala (Chinnaswami Di 

A n a i Ayva) 


exam- 


i 


Devi brove 


(e.g 


vichitra pallavi 


of the Sahitya of a 
is Upparaikkasu 


pie 


- 


Puliyaraikkasu, Mila - 




lola kar 

tar), Mahimateliya tarama 
and Koniyade Tarama (G* 


t 


dukasu . 


CONSTRUCTION 


VARIETY 


consists of three sections. 


Pallavi 


point of view of mufti 

i. construction Pallavis may be 
into Chaukka Kala Pallavi 
Kala Pallavi, Durita Kala Pallavi 

Nadai Pallavi, Dvitala Pal- 

An example o'* Ragamalika 
avi is Sankarabharananat 
vadi Kaiyant darbarukku and of Raga- 

pallavi, Bhairavi maha Tripura- 
Rettai Pallavi or double pal- 


From the 


inning, the 


Eduppu or the beg 

Padagarbha and the 


They are 


* 




Arudi or 

The Eduppu can be of 4 types 

Atitam or . 


Ana- 

Vishamam. 




, Shat* 


gatam, Samam 

end of the first moiety of the 

Padagarbha. In 


f 


kala Pallavi 


The 


j 


i 


lavi etc. 


a 




i or 


vi is 


f 


in 


the Arudi plays an 


maintaining the balance between the 


and the Dvitiyanga and it 


mudra 


Prathamanga 

should be sufficiently long covering at sundari. 
least 4 aksharakalas of the tala. Joining (avis are an 


interesting variety and are 
unique by themselves; the entire 

consists of two indepen- 


i 


the end with th 
The Eduppu swara and 
should be coined appropriately in such 
manner that invariably the 

succeeding one to the 


u is 


t swara 


vi in this 
dent Pallavis 




with separate Padagarbhas 


i 


with 

theme of the second and leading on to 
it (e.g. Chakkaka ni neebhajana Jese - 


■ 


the first 






swara is the 
Eduppu swara. 
veloped according to one's manodhar- 


The Sahitya can be de- 


variki thakkuva bhuvigalada O Ratva 


As the names imply, iiie 


Anudinamu). 
Svarasthana Pallavi is 


must always be constant 

ing the placement of Sahitya or words raksharas (e.g. Sariga paga 

sadha paga nichchene) and the Kon 
nakkol pallavi with Solkattus (e.g. Ohit- 

u man i vedalina Sri Ganapati ). In 
Yati Pallavi treatment of Yati pattern 

the Sahitya (e.g. Gopu- 


alter- 


nichchene 


see that the syllables of the Sahitya fall 
at the identical places in the avarta as 
in the fundamental scheme. 


a> 

is 


to be found in 


12 


cheha yati 


srotovahayati 


samayati) the Tala is heard twice and four 


times 


etc. 


span 


TECHNIQUE OF ANULOMA ft 
PRATILOMA 


Anuloma and Pratiloma 


more 

case of Chaukka 


appropriate in the 
Kala Pallavis of 2 


or 4 kalais. 


No 


In Anuloma while keeping the tempo 


doubt a high degree of laya 


gnanam is 
pre-requisite for their ac- 


of reckoning the Tala constant, the Sa- 


hitya is rendered at double and quad- 
ruple speed* as a consequence 


an^ correct rendering 


the Sa- 


even so they only serve to confirm that 


will be heard twice and four times 


the debutante has carried 


within the time span of the ing homework 




are 


io- 


original duration. 


4 


a 


said to 

consist in retracing the step backwards 

in the reverse direction in an 
manner and ending just as the Pallavi 

is commenced 


is 


na 




aspects 

are beyond doubt 
neraval or vinyasam and 

quisite swaraprastaram.^^^H 


of Pallavi exposition 


i 


*■ 


h 


« 


ex- 


would reveal 


4 


Of 


scholarship and bear testimony 

level of manodharma im 


to his 


According to one version, Pratiloma 
consists in keeping the tempo of re- 
ckoning the tala constant, and render- 

at half and quarter 




In order to nurture and upgrade th 


e 


Pallavi traditions, it i 


ts incumbent on 




will be heard successively i 


part of Music institutions 


Music 

twice and four times the time span cf bhas, Government and Private 

According to colleges etc., 


in 




music 

to arrange for frequent 

music Hovers 


original duration. 


» 


i 


another version, in pratiloma the Sahlt- 


lon 




i 


as well as aspiring 


ya as well as the tala reckoning ts 


amateur musicians 


m advanced Pallavi classes and Pallavi 


started in Durita Kala and while keep- 


ing the speed of reckoning the tala 


# 


* 


* 


p 


and 


worthy exponents as well 


constant, the Sahitya is sung successi- 


as 


cal Pallavi competitions. This is the 
surest method of resurrecting the tradi- 


vely in Madhyama Kala and Vllamba 
Kala 


But, in fact this is no different 




* 


from viloma. 


tion of Pallavi singing and preservinq i 


■ 


con- 


t 


sists in commencing both 

tala of the Pallavi In its appro- 
priate chosen Kalapramana 


about a renais- 


sance in the field 


paving the way for 

of a generation of bud- 
ding musicians, well-versed in this dying 

and thereby restoring Karnatak 
music to the glorious traditions of the 




and while the emergence 


keeping the speed of singing the Sahit- 


ya constant, the Tala is reckoned with 


the hand successively at double 




quadruple tempo with the result that 
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4 


slim* 




WESTERN HUSIC TO STUD 
KARNATAK SYSTEM 


k 




By 


rchestra-ion and accompaniment 




any single instrument 

we can 


of Western 


musical instruments 
have become so dominant and 


or sung by a voice. 


in 


ancient Indian 

micro-analytical re- 

a funda ‘ search in music also. Besides the 
mental knowledge of Western Music is Saptaswaras and the 12 

a must for the present music director, the 16 note-position theory 

Besides, certain elements of Western theory and the theory of Gamsk*- 
Harmony, if adopted, can add depth to 


pensable in popular 


music that it may 


saints have done 


not be out ol tune to say that 


note-positions. 




ces were formed 


as a result of this re- 


1 


the emotional element of the solo i 


m- 


• The Raga Pad 


strumentaf music where 


chord-play is 

a study of any 


dhathi based 
as India’s 
to the world and 
the zenith of this 


on 72 Mefakartas, admit 


possible. Above all 


matchless contribution 
science of music, is 
research. 


branch of music adds to the 


is 


and practical know-how of the 


musici- 


Quite a different research 
carried on 


MELODY & HARMONY 


in the Western 

Church choirs being the prime concern, 
the musicians tried to make the 


countries. 


Like any other branch of arts, 


science 

and knowledge, Western Music also 

requires a long time of devoted study 

and practice to attain expertise 
mastery. Here 


multi- 


instrumental and choral 


vocal 


music 


more pleasing. 


of differ- 


and ent notes played 

ments from middle, lower and 
ions octaves 


on various insfru- 


a mere introduction 
is attempted and hence elaborat 
avoided. 


higher 
and in- 


for playing still higher and 


most has been followed. 


Since a basic lower octaves 


were 


of Karnatak Music 


is requi- Orchestration 

understanding on a 


is the result of this 


re- 


red for an easy 

comparative study, it 

the reader has it. 


search on harmony. 


is 


Though harmonization of fndian clas- 
music is totally ruled out of scope 
present semi-classical music has 


The main 


difference between 


Karnatak and Western Music 


systems 

-based 


been enriched by Its combination. 


Un- 


is that the former 
while the latter harmony-based. 




' hie recently evolved multi-track- 


i 


harmonization of or the harmonic ac- 


Meiody may 


be defined a9 the ex- 
musical 


pure Karnatak 


pression of a queue 


music is being studied by experts. 


15 


whole of octa- 
into 


Western music 

been 


In 


music too 

notes 
forms. 

hereunder. 


of colours, 

number 


have 


Treble, each having a 


ves 


As in th© case 

uniform 


Alto and 


of seven 


Musical instruments 


Tenor, 

definite 


has a 

in Karnatak as 

are shown as 


Western 


wet! as 


based on the com- 


categorized 

their scope. 


equals 


are 


They 


Doh 


not 


and Alto are 


Shad jam 
Rishabham 

Gandharam 

Madhyiimara 

paucliamaoi 

Dhaivatham 

Wishatlai" 


Tenor 


However, 


Re 


.pecified generally 

struments, and 

may be 


Mi 


them the musical 




for 




categorized in o 

0 f the Bass instru 


notes 
and Treble. 




Some 

Double 


Cello 


La 


St (or Te) 
also expressed 


whereas 
Mandolin etc 


Guitar etc 
Violin, 
category. 


fall in the 


as : 


They are 


C 




i> 




? 




specific category of 

. » ri 




To donate the 

the instrument or note, a sign 

placed at the beginning ot the 

There are separate signs 










Clef is 
stave. 


A 


for 


TJha 


R 


Treble, called Bass Clef ot 


Ni 


h 


G Clef respec- 


the musical notesi in the 
called Solfa Notation . 


Clef and Treble Clef or 


Majority of the solo i 


above style is 


, hence 


belonn to the Treble category 

widely used in 


Treble Clef notes are 


IN THE STAVE 


NOT 


Western music has another system 

called Staff Notation System, in which 

marked in the form 

, between, below and 


Bass Clef ( F Clef) also means 

the second line of the stave 
the note Mandra Sthayi 


the note on 
from above is 

Madhyamam. 


musicat notes are 

of dots placed on 

five parallel horizontal lines 

Sometimes addi 


(Fig. 1) 


above 

ed the ‘'Stave”. 


Bass or F Clet 


drawn above or below the 


lines are 
stave 

lower notes, 
leger” lines. 


is F 


casually, to mark much higher or 

These lines are 


means 


(Fig ' 


1 ■ 


a dot placed on a 


Before naming 
particular line or space in the stave, we 

have to see the category of the instru* 
ment for which the note is marked. 


ndicates that the 






ef (G Clef) i 


Treble 

note on the second line of the 




from bottom is Madhya Sthayi 
mam. (Fig. 2) 
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In both the 




/ m 




an upward shift of a note from a line to 


space or space to line indicates an up 




ward shift from one swara to another. 


Similarly a downward shift of swara is 


marked by a downward shift of the note 


on the stave 


* 


■m 


and Treble 


are shown in Fig 


* 


■ 


- 


4 i 


* t 


* 0 


# 




Fig 3(b) 


Though the 12 swarasthanas are pre- 


sent in 


well as Western 


■ 


n 


L * 




Dhaivatham 


since the basic raga or tune for 






j 


Kaisikt Nishadam 


i 


■ 


T 


M 


# 


dy reference of the equals given below 




may therefore be helpful for easy un- 


notes other 




■k * 


derstanding. 


called Naturals. 




written as C 


Shad jam 


C 


raga, called 




«■ 






n v 






I 


tern music being Diatomic 








Sudd ha Rishabham D Flat 
Chathusruthi 


Db 






W 






I i 




















I 




j 


if 


tern music are not corresponding tc 






/ 






D 


first learnt Prakriti Swaras of Maya 




ma 


*• 




Sadharana 


in Karnatak music. 


Javagouia 




E Flat 


Eb 






FLATS & SHARPS 




Antara Gandharam E 


written as E 






F 


the stave without a special 


A note on 




Prathi Madhyamam F Sharp 
Panchamam 

Sudd h a 
Dhaivatham 


A flat sign indicates to 


sign is natural. 






semitone (X Kattai) 






lower the note by a 


G 


G 




raising the 


and a sharp sign 


if a tune or song 


note by a semitone. 


Al> 
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the flat or sharp sign is 

of that particular n 


ed 


note in a flat or 

relevant sign 

of the 




in front 


requires one 
sharp 


form throughout, a 

in the position 

immediately after 


casual shift of the note from 
natural form, a Natural sign 


For a 
flat/sharp to 


is 


the stave, 

Clef. If only a 


on 


immediately before the note. 


casual change is 




ft 


IS 


Natural Sign 


Plat Sign 




Sign 


Shar 




C Na 

oasua 


B flat 

casually 

(.Fig 4 ) 


bar u 




P & 


r 


V 


4 






- 


p g Ab A Bb B 

sharp) 


PITCH IN THE 


C Db D Eb 


■ 


is free to tune an in- 


Whereas one is 
strument to any Sruti eg 
BBof the Harmonium 
natak music, the Western musician can 

music, Sa is 


flat) 


(b 


to match any- 


in Kar- 




Kattai 


one 


- Major Scale 


notes occurring in the 

i.e., selec- 
tion of notes trom the Chromatic Scale 
Sm progression oil. 3, 6, 6. 6. loud 
12 starting from any note, is called the 
Major Scale. Eg., starting from C, we 


not do so. 
shifted from key to 


n 


A queue of 
called the order of 


key according to 
This is 


i » 


U 


the Sruti chosen. 


Relative 


» 


Western music, the i 
always to be tuned to some 

instance, the 
the Harmonium are always 


In 


< r 


are 


ft 


seven get 




* 


long 

the natural notes C to B, and the upper 


in 


« 


B 


C D E F G A 


D flat. E flat. F sharp, A 


small keys are 


* 


m 


flat and B flat respectively. The 


in 


•# 


tuned to G-D-A-E and the 


is always 


B-G-D-A-E This is 


of notes in the 


A series 




representing Na- 


1, 3, 4, 6, 8, 9 and 11 
tabhairavi, from any note, is 


called the 


* 


T 


starting from C, we 


SCALES : Chromatic Scale 


Minor Scale. Eg 


get 


As already seen, there are 12 note- 


i t 


i - 


Karna- 


in both the systems 


positions i 
tak & 


Eb F G Ab Bb 


C D 


i 


we get a queue 


order 


# 




i 


i > 


V 


ft 


» 


called the Chromatic Scale. 


i 


which is 

(For further studies 
arranged 


The scales, are r 
type and starting note. 


Eg., C Major. 


the notes may be 


I 


i 


C Minor, etc. 


on a circular ring). 


* 


I 
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There are much 


more scales, which 
are beyond the scope of this article 


minors for all the Ma- 


jor scales can be found 


out either by 

comparing the component notes 
locating the fourth note to the 


or by 

right in 


using for- 

The interval 
any two adjacent notes in the 
Chromatic Scale i 


mula of intervals also 


the following Guide Chart 


is 


i t 


half-step 


« I 


Gb Db Ab Eb 
F C G 


Bb 


(say H) and the alternate 


notes 


are 


D A E B 


separated by a 
Whole-step (say F) 
distance 


Full-step 


or 


Minor 

we may find 


or i 


between notes in 


r 


different scales 


Scales from different notes 
some series 


containing both 


the same note (Eg., D flat and D natural 


Major Scale 


- F F H F F F 

2 1 3 
F H F 


in D Major Scale) 


Some notes (in this 


2F 1H 3F 


case C will be absent 


of two forms of a note together on the 
stave is impossible 


Scale 
(F H F) twice 


F H F F H F 


. Therefore, just li 


ke 


-he naming of Shatsruthi Rishabha and 


Suddha Gandhara, here D flat can be 


Equivalent Scales 


named as C sharp 


C natural being 


absent in the 


scale, C sharp can be 


If observed the 


various scales that 
can be formed with the aid of the 
charts, it can be 

Scale from G (C Major) and the 


marked without ambiguity Since left- 


ward and right-ward half-step 


move* 


seen 


the Major 


ment is equal to flattening and sharp- 


Scale from A (A minor) 


ening, this is permitted. 


of natural notes only 
and A min 


• As such, C Maj. 


vation at the Scales, after such 
ing of notes, 
under : 


Equivalent Scal- 


are 


lead to the 


findings as 


r m 


C Maj. & Eqoi? 


A Min. scalps have 




only. 




G 


E 


F F 


D 


B 


? 


F C 


A 


F * 


3 sharps 

4 sharps 


F C G 


E 


C ^ 


F C G D 
F C G D A 




G * 


F 


D 


1 flat 


B 


Rb 


G 


B E 


Eb 


C 


3 flats 

4 flat*# 


B E A 
BEAD 
B E A D G 
B E A D G C 


Ab 


T 


m» 


Bb 


Gb 


b 
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determines the 


along 
name 
G 7th etc. 


Eg., C Maj. A min 


of the Chord 


Chords 


defined as a pleas- 

combinati 


A Chord may be 

ing harmonic W 


of two or 


The progressive notes of 

chords, commencing from the 

the Chromatic 


used 


■ As can be pre- 

\ arious types 


musical notes. 


more 

sumed, there are \ 

chords and each has 

T h i s i s c a 1 1 1 o the - 

Chord. The key note, 


of 


types of 
key note (Root 


R) in 




basic note, 
root of the 


Scale, are as 


or 


(Key mote taken as C) 

Notes 

C Eb G 

C E G 
C E G Bb 


Chord 


Be 




Type 


Cm 


R 4 8 

R 5 8 


Minor 


C 


Major 

Seventh 
Augmented 
Diminished 
Major Suspended 
Minor Seventh 


C 7 


11 


R 5 8 


C E 


C Aug 


R 5 9 


C Eb Gb A 
CFG 

C Eb G Bb 


C dim 


10 


R 4 7 


'C Sus 


R 6 8 


C m7 


R 4 8 11 


Equivalent Scales already given 


can 


Chord Accompaniment 


made use of. 


To determine the chords accompanv- 
or to accompany a tune or song, 
first of all, the scale is to be found out. 


Taking C Major 


mg 


as the scale of the tune, the 


accompa* 

Chords would be as under. 




The end note of the tune will be the 


nytng 


note of the scale. Locating the 


occurring 


and types of 


serve the locations, names 


sharps, the scale 


chords carefully. 


out. If necessary, 


E B 


A 


F 


C 




G 


B 


GUIDE ( HART : G 


* * * 


Tonic Dorm- Sub- 

f 

nant Dom. 

minor 


Tonic Dom. 
minor minor 


Sub- 

Domi- 

nant 


Name of Chord : 

accompanying 


Maj 


Type of C hord : 


Maj 


7 


min 


min 


7 


accompanying 


Double T riple 
Domin. Domin. 


I* 


Chords 


7 


7 


20 


VALUE OF NOTES 


or signs are added to the note. 


The 


of REST is also specified by 


the dot pla- 

note 
To indi- 
certain features 


(Fig. 5) Please note that 


ced therein 


simply denotes the 


a Crotchet 


equal to one Akshara- 
a Semi quaver 


is 


and has no measure of ti 


me. 


is one Mat- 


ra 


Specif icftt ion 
of Note 


Hollow & 
barred 


Hollow & 

3 teo 


stew L 

1 flag 


Ho 1 1 ow 


stem & 

2 flago 

Semi 

\ 


stem £ 

3 flags 


stem 


Semi- 

breve 


Name 


Breve 


Demise ml 


Minin 


Crotchet Quaver 


Note/Reet 


Count 


Time 


Signature 

after the Clef and Scale Signs 
stave. 


are usu- 


either to form a 


on the 
are given 


group in 


or to a unit of duration, 


A few time signatures 


at the end 


TIME 


Bar 


Count 1, 2, 3, 4 repeatedly 
same pace 

Time in 
Chathurasra 
music. 


in the 

Common pleted, a 
equal to 
EKa Tala of Karnatak 
Time for a tune is marked by a 


one 

vertical line 
stave. 

on completion of a pi 


t 4 


e 


and this is the 


called BAR is 
A double or twin- 


rn 


on 


bar is placed 


1 


i 1 Common I ime 


co mi led as I 


2) Cut Common 




3 


4 





***** T* ’ * *★★★* 




********* 


* 


* 




* 


* 


* 


★ 
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4 


4 


4 


4 


4 


4 


4 


4 




4 


4 


4 
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NEW VISIONS IN CHOREOGRAPHY 

TYAGARAJA’S KRITIS 


By 


fndu Raman 


o innovate, according to the dictio- 
nary, is to bring in novelty, make 
changes; and innovation is the name of 

game. Have we exhausted 
ocean of 


peal of his lyrics 


tremendous 


scope to the dancer. 


the 


the 


3-D APPROACH 


our traditional I 
Should we go beyond tradition 
vate within accepted norms 
cism? These are questions 
well ask ourselves, 
static 


9 


or mno- 
of classi- 
we may 


Let our mind 


dwell on and contem- 


plate the moral 


precepts, high Upani- 


ic 


the 


rustic si mi lies and 


Tradition is 


proverbs, moods of 

dearment, surrende 


It is a process 

It is a question of changing 
one s approach to the art to embrace 

contemporary thought and social needs. 

One oii the many ways 
innovation is to depict i 
and draw from new composers. 


anguish, i 


of continuous 


joy, en- 


evolution 


r 


all 


these make his 


songs come alive, lend- 
to visual 


expression 


of Tyagaraja's 


we can 


* 

in 


give a three-dimensional 


new themes, 


approa- 


ch and understanding. 


A 


serious stu 


dent of Tyagaraja can discover 


padams 


MUSIC FOR DANCE 


is, 


We have not yet adequately 
tapped this enormous fund of ideas 


What is it that 
music that can i 


a dancer seeks in 

one to give it 

ifiovenr it and mimetic expression ? Is 

it the lyrics which strike our minds and 

Is it the tune 
we automatical- 

sentiment 
moves us 
Or does a well-loved 


which can be 


a meaningful and a fur- 
ther extension of the Bharata 

repertoire. 


Natya 

over-exposed, 
over-exploited Ramayana and the Kri- 

shna-Leela themes, to the religious, so- 

3tive, there is 
open to us. 


c rom the 


stir us into movement? 


or the rhythm to which 
*y tap 

which tugs at our heart and 

to express it? 


our feet ? Is it the 


a veritable treasure trove 


urge CHOICE OF THEMES 


one to dance to it in a known format 

more. 


9 


Tyagaraja i 


is all this and 


The association of 
the inspiration of i 
Tyagaraja rather than 


a real-life event to 


a kriti is peculiar to 


The force of the mighty and soulful 


any other corn- 
life offers many 


personality breathes through 


every poser. 


His eventful 


song. Tyagaraja’s songs 


have in ense memorable 


moments 


fervour, appeal of divine love, 
tender pathos and the charm of clever 


the kriti bom 


spontaneously. These 
along with Utsava Sampradaya and 

vyanama 


t 


poetic play of words 


The emotive ap- 


kritis allow depiction by chil- 




leni), Chelimini Jalajak - 
Kamboji), Nannu vidachi 
all full of the yearning 
den to attain union with 


Vegintune 


For » 
i is one 

beautiful story-line 

of his 


and male dancers 


a 


dren 

Nannu Palimpa 


(Ritigaula) are 




kriti which has 


of a young mai 
her Lord. 


It is the 

wedding. 


behind 
daughter’s 
threshold of 


Standing at the 

Tyagaraja 
n enormous paint 

by two | 

he breaks into an T here are many 

Oh. Rama, have you sun g j n a 

bless me?”. jjf<e cadences. 


Most of the composer s songs are 


ing of 


at a 

Kodandarama 

students, Thrilled 

ecstatic song : 

walking all the way to 


■ however, which can be 
drawn out tempo with pad 

fhe beauty of the raga. 


t k 


come 


meaning of the lyrics and the 
nant mood is 

of The above-mentioned 


i- 


evocativeiy brought out. 


and 


f (Madhyamavati) 

(Todi) he speal 

conflict and disharmony 

He cites the examples or Nowka 


In Nadupai 


kritis are an 


Munnu Havana 


of 


in his 


Lilting 


example of this. 


dome 


Charitram easily fill in the place 


life. 


programme. They brim 

Vaadenu jaripu 


own 

Sugriva and 
rescues from the hu 
fered at the hands of their 
These episodes not only offer an entire- 

lv fresh pasture 
also eminently sui 


Vibheeshana who -! Rama 0 f 


they suf- 


with Sringara Rasa. 


(Saranga), Chalu Chafu (Saveri) anci 

puyyaraga (Punnagavarali), 


brothers. 


Gandhamu 


for sanchari out are 
itable for male dan- 




fresh angle. 


cers. 


SRINGARA WITH A 


Melukovayya (Bhowli), Sita 
(Kurinji) and Uyya/a Lukavayya (Nilam 
barii are ideal items for children and 

_ A * I * 


to Tyagaraja’s credit and 

ness that Bhakti 


It is 


pervades the scenes 
the predominant Sthayi-Bhava. 
this respect the treatment of Tyagaraja 
must be different from that of Kshetrag- 


In 


group 

dola Vasanta) made famous by Smt. 

is a 


as 


Rukmini 
tion 

ornaments, silk and sandal, 
vafara kriti Deenajanavana 


i, 


of child Rama being adorned with 


na or 


The Dasa- 


The Pancharatna kritis have always 
been irresistable to dancers. The leng* 
th of the item immediately gives it the 
status of a varnam in a 


rashtram) also fall in this category 


SCOPE FOR ABHINAYA 


The vi- 

composed 

with a masterly touch of intricate jati 
patterns, making any other interpola- 
tions like theermanams practically 
necessary. 


a Bharat a Natya programme, 
gorous swaras have been 


A separation from his beloved idol 
drew some heart-rending lyrics. Tya- 
garaja also does not shy away from 
Sringara rasa as many would have u 
believe. Like Vatsalya, Sringara too is 
a form of Bhakti or devotion. This love 

of a woman for a man has occurred to . . There are also innumerable referen- 

Emani 




s# 


saints of all ages and climes. 


ces to Lord Rama and other deities like 


Venkateswara, Devi 


Sri Ranganatha, 


avoided. Some col- 


are 


Subramanya and Ganapati 


i. 


loguial idioms can be too colourful for 


depiction in a chaste 


aesthetic man - 


The composer has 


utilised several 


ner 


or 


colourful, colloquial phrases 


and pro- 
HIs kritis also contain allusions 


araja kriti may jar and 
noble spirit running 


i in a 


verbs. 

to the less known myths which 
freshness to choreography. 


through it 


can give 


Any kriti in which Tyagaraja 
himself or an event in his life cannot be 


STEP WITH CAUTION 


with success without 




A word of caution to the dance 
chooses to pick 


r who 


understanding of his personality 


his de- 


i for delineation, 
beckon invitingly, 

musical aspect may not be suitable 
for dance. 




votion and philosophy. 

sincerity and simplicity has to be 
portrayed 

emotional S. Parthasarathy i 

This bhava is an es- tile field for 

c of our unrivalled 


Although the lyrics 


Sri Tyagaraja \ said Shri 

in 1952, '‘offers a fer- 
exploitation in abhinaya 
of course the artiste 


1 1 


The kritis have 


appeal in them 


sential characterise 

technique. 


provided 


ideas, high ch Supreme 
otally dida- ception. 


of spiritual con 






* 


* 


* 


* 


9? 


* 


* 


* 


* 


* 






* 


* 


* 


* 


* 


VlJAYA CLEARING 


' A 


* 




* 


* 


* 


-k 


* 


* 




* 
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DOMINANCE of nritya natya in 

MANIPUR* DANCE 


By 


Darshana IKaveri 


and Prabandhas etc., men- 
in the 


Sathvika 


the north-eastern corner 

evolved a uniciue pat 
in the sense 

of dance and 


Vaishnavite texts 

Bhaktiratnakar, 


anipur in 
of India has 

tern of life. Unique 

there is a perfect blending 

the day-to-day life ot 

singfe religious or 

is not celebrated 
characteristic 




tioned 

Govindaleefamritam, 
Anandavrindavanchampu, 

mani, Geetachandrodaya etc., as well 
as manuscripts available in Manipur 


m # 


music with 
people. There is no 
social occasion which is 
with an appropriate or 


Govinda Sangeeta Leela Vilas , Kri- 


Rasa Sangeeta Sangraha, Mridan - 




Panchamasarasanhita 


Sangraha, 


ga 


dance number. 


etc. 


CULT OF DANCE DRAMA 


BODY ‘SPEAKS' 


the Manipuris have 


Traditionally 


The abovesaid elements of dance and 

music are all appropriately used in he 

Raasleelas. 


been celebrating 
Invoking the village Gods 
priestesses, describe the primitive con- 


as 


the highest form of aesthetic 
expression of the religious aspirations 


dance. They are 


cept of cosmology hrougi 


enact the life story of F long- 


They also 

pok-Ningthou and Panthoibi (incarna- 
tion of S 


There are 
Maha-Raas, Vasant 


of the people of Manipur 


hiva-Parvati) in the form four Raasleelas 

Three hundred . years Raas 


Nitya Raas and Kunj 


dance drama. 


depicting stories of Lord Krishna 


ago Manipur adopted Gaudiya Vaishna- 
vism, the devotional cult of Hinduism as 
advocated by Chaitanya Mahaprabhu, 
and henceforth all festivals started be- 


Radha and Gopis which are performed 


in the temple courtyard for eight to ten 
hours, from dusk to dawn and the de- 
voted people of Manipur sit through the 

joy witnessing 


ing celebrated with the life story and 

divine love of Lord Krishna and Radha night, shed tears of 
and the childhood pranks of Krishna 
pervaded them. 


The other two Raas which deal 


them. 


childhood pranks of 


with the 


are Rakhal Raas and Udhukal Raas. 


Manipuri is technically rich having all 


the elements of dance and music, such 
as the forms of Lasya and Tandava 
variety of Talas, the elements of Nritta, 
Nritya and Natya, all the four Abhina- 


elements of dancOt 


While tho three 


Nritya and Natya, are incorpora' 




distinct 


ted in Raasleelas, there is a* 
division into Lasya and Tandava, the 
former feminine and therefore delicate 


yas, viz., Angika, Vachika, Aharya and 


* Paper presented wtUt demonstration at the Sym 

25 & 26 , 1989 . 


posium on Dance at Shanmukhananda Hall, Feb* 


26 


and graceful and the latter 


masculine 


SOUL OF MANIPURI 


The dan- 


ce of Radha and Gopis in Raasleela 


ts 


Mridanga, Manipuri drum, i 


is 


style, while Krishna and 
herds take to Tandava 


r-i 




oi Manipuri dancing. 


has the capa- 


city to imitate 


4 


natural elements and 


even evoke sentiments. 

her varied sentiments 

could be well delineated to the Mridan- 

. A sequence portraying 
an Abhisarika 


A Nayika and 
and 


The distinction of Manipuri 


dance depiction entirely through 

body movements, whether 
or Lasya form. 


rn 






in Tandava 


ga play alone 


A delicate 
between the movements of the 
parts of the body, eschewing 
on any one part. The move- 


balance is 




may 


be cited as an 


out 


stealthily to 

way she confronts 
like drizzling rains, thunder and 

whirlwind etc. 

she 

she is undaunted 

Here 
patterns 
the sentr- 
impediments 


On the 


na 


ments are rounded 


continuous, ming- 

j waves of 
The torse and vertical (up 
and down) movements of the body 
very important 




ling into each other like the 


c 


ing 


the sea. 


t 




However, 
in her 

and reaches her destination. 


* 


as 




are 


pursuit, 


The eyes and neck 


follow the movements of 


e hands 

The 

are kept close to 


Yatho Hasto Thatho Drishti . . 
feet and the knees 
each other. 


rhythm 


resounding 




courage and 


to 


overcome them. 


is aga« divided into Gun- 

Gunthanam is 


thanam and Chalana 

fhe counterpart ot Lasya having sitting 
and jumping movements. 


is taken care of by 


m 


m 


m 


in this TALA VARIETIES 


jumping and sitting, the knees 


♦ It is* done by Krishna and 


Manipuri excels i 


cowherds. 

ture has knees i 
forceful movements and 

oty of spiral movements which are done 
in drum dance. 


in the use of innum- 


In Chalana the basic 


pos- 


erable Talas and their 


apat 1 and has more 


pat- 


terns 


ranging from 4 to 68 beats. 


more of a vari- 


* 


The Talas 


structure of the rhyth 


m 


i 


speed), are composed 
and utilised according to the 


* 


The pure movements have great 
nificance as 


the particular dramatic 


sequence. For 
there is a 7-beat rhythm hav- 
mt divisions like F 
tal macha, Triputsawari, Mel 


sig- 


they enhance the dramatic 


i 


i 


element of Raasleela. 


mg 


For instance, in 
Nitya Raas, when Gopis challenge Kri- 


, Tin j 
matek etc. 


joy of the spring festival, the play- 
ing of the Hofi, 


to show his prowess 




is expressed in Tala 

jHMB used. 

enhance the 

and Chalana (soft m eflnTng of the accompanying song. 
Uduhata Krishna Nartan 


Tevda of 7 beats with 3 stress 


ments and defeat Radha (in sequences 
of “Pontha Jagoi") 


Here rhythm patterns 


* 


dances 


9 


i 


m 


I 


» 


< i 


li 


makes a good 


Radha ’s sorrow (she has 
a flower bed and waited for 


* 


* 
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song 


ive. 


Gamaka is 


i 


in) is bet" 

of 6 beats 


is interpreted 


Whole night for Krishna .n vai 
ter depicted in Tala Menkup 
and one stress. The 

lamba tormented by_cupid 

cool breeze biting her 
pant’s hiss. 


and body movements. 


hand 


conveyed throu- 


Nayika is Vipra- 

arrows 


are 


o 


Sometimes 

* gh only 


movements* like GajsQct- 


movements are 


like a set 


The 


mini, Jamuna. 


the 


and slow. 


flowing 


dance. 


interpretative 


RAAS 


The 


Nritya : 

Here the meaning 
yed through facial 

movements and hi 


of the song is 


the Leelas are 


body 
as the 
the day-to- 


Raasas in 
Vasant Raas, Kunj;' Raas, 

Udhukal and Gop Raas. In 

in theme is Krish- 


The six 


Maha Raas 


Nitya Raas 

Udhukal Raas the main 

butter. 


modelled them on 


Maibis 

day activities, like weaving 

flowers, cutting grass etc. 
■HMUMtures were later on 


from 


Sequences 
is the best example. In 


These natu- 

stylised 


na stealing 
“Nanni Churi 


* 1 % 


ral hand g 

and codified into 26 si 

and 12 double hand gestures 

Mampuris are followers of Gaudiya Vai- 

shnavism, Sringara, 

predominates over the nine 


Krishna and Balram are de- 


ingle hand 


Gop Raas 


demons like Dhenuka- 


As 


picted as killing 


Eg., Bakasurvadh. 


sur, Bakasur. 


the 


from Maha Raas is par 

day in the 


A sequence 


love 

ments, the other 8 becoming 
■■■■■^^^■Vaishnavite 


the full moon 

which brings out the 
Radha considers 


i- 


on 


month of Kartik 


nate to Sringara. 
have divided Sringara 


essence of Bhakti. 


into two, viz. 


fortunate among ah 
proud that Krishna is 


herself the most 
gopis and 


Similarly, the 


s 


into further 32 divisions. 
8 Nayikabhedas are 
visions. 


Krishna wants to humble 


all her own 


i“ 


it too 


Realising 


her and disappears. 


n- 


is 


Here the music 
agony that Radha un 


ing for Krishna. 


MODES OF EXPRESSION 


presses all the 


for her facial expression 


Manipuri is conveyed in 


dergoes 


Abhinaya in 
three different ways 
Anugata and Gamaka. Swanugata is 
one in which body movements are more 


to be suggestively incisive. 


Vasant Raas, Radha becomes jea- 


In 


Krishna does not 


lous and angry as 


important and it does not seek to con- 
vey directly the meaning of the song. 
Eg., the play of ball between Krishna 
and Balaram. In Anugata the song is 


When he 

the marks 

his body, she asks him 

Krishna pleads for forgive 
and Radha reconciles. The songs 


come at the appointed time. 


turns up at 
of love-play on 


, seeing 


to go away, 
ness. 


all important and each word is inter- 
preted. A typical illustration is of 
Radha questioning the god of 
Madana 


are from Jayadev’s Geeta Govincla. 


+ 1 


In conclusion it may be said Raaslee 
las incorporate solo, duet 
dialogu 

Realising the tremendous dramatic P 0 ' 
tentialities in Manipuri dance 
ful attempts have been made to p r0 
duce dance dramas on 


to why he should torment 
her mistaking her for Lord Shiva. She 
goes on comparing her adornments 
with those of Shiva and tries to reason 
out to him 


group dance. 


operatta, pantomime 


are not what Shiva 
There is only suggestive hand 


wears. 

gesture and subtle evocation of facial 


expression. 


and historical themes. 


THE PROPORTION OF NATYA DHARMI & 

S.OKA DHARMI IN KUCHIPUDI* 


By 




of a theme there 


of acting 


The one advocated 
j is more akin to loka 

dharmi and is 


*• 


are two aspects 


firstly, the pre- 
and sorrows of the 


sentation of the joys 


realistic while that of 


world as close 


to reality as possible 


to natya dharmi, follow- 
extent, the conventional 


is 


and secondly, the 
ous roles on the 

which is more conventional than 
The first aspect 
ways of the world 


assumption of vari- i 


rj 


by the actors type 


of histrionic expression. 


p 


relates entirely to 


called foka dharmi and the 


# j 


second 


sc 


natya dharmi. 


j 


*• 


The first 


m 


aspect is known as loka dharmi 


or pro- 
ximity to the ways of the world and the 
second as 


* 


natya dharmi or theatrical 


schools i 


.e. 


n 




depending entirely 


I 


T 


abhinaya or histrionic expression. 


As a 


We derive enjoyment 


from a presen- 
tation of the sorrows of the world In 

dance while we share the sorrows with 


Bharata did not impose any restri 
as to when each school of acting 


is to 


t 


others when they actually occur i 


:i r e discretion to the dance conductor who 


world. 


Not only that, we convince our- 


may employ them to suit a particular 


selves about the situations presented i 


situation 

successful presentation of dance. 


ultimate aim being 


n 


I 


a limited space and 


actually happened at various places, i 




* 


planes and regions 
aspects distinguish dance from the rea- 
lities of the world and are embodied In 
natya dharmi 


However, Bharata has given general 


* 


directives regarding the classificati 


10 


loka dharmi and natya 


dharmi. Briefly, 


proper diction, ap- 


■ 


I 


propnate movement and make-up 




ACTING 


the main points of loka dharmi which 


as possi- 


-s may also be interpreted as ble 


The other aspects 
ents, stage movements, asides. 

of inanimate ob ects 

aspects of naty 


!• 


viz., music 


in- 


schools of acting 


f 




t 


school and natya dharmi or con- 


personification 


school. Here it may be worth- 


etc., are the main 


fCl 


c i 


while to consider the two 


main Western 


dharmi. 




Paper presented at the Symposium 


on Dunce at Shuntmikhananda Hall 


on February 25 26 


1 


1989. 
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The broad-mindedness with 


which 


mg, Kfssing etc., smce it is not possible 
to present some of them while the rest 


Bharata has dealt the schools of 


« 


is obvious from the fact that he has 


are 


conceded that what has been left 

by him in this regard must be adapted 
from the happenings 


i » 


over i 


these could be effectively 
conveyed through suggestive devices. 


in the world. 


Al- 


also prohibited tragedy, si 


natya dharmi is 


conventional 


amounts to the annihilation of the ideal 


t 


the root of such conventionalism ij 


as far as Indian idealism i 


in 


is concerned. 


the world itself. According to 


Abhinava- 


Even when it is absolutely 


necessary to 


gupta, if loka dharmi i 


is the canvas, the 


represent the fall of a hero 


on the stage 


painting thereon may be stated 




nat- 
ya dharmi so that a complete picture is 
produced. 


a 


tion in which the hero flees or i 


Loka dharmi alone does 


ted or effects 


- 


a compromise with 


s 


not produce drama 


* 


since a canvas is 


opponent 


not the picture. Similarly natya dharmi 


alone cannot produce drama without 


■ 


rior and medium types of hero- 
ines should always wear 

ing, sleeping, bathing, 
dressing, dining etc,, should 


L 


adequate support of loka dharmi since 

a can- 


a veil. Hair- 


there can be no picture without 


m 


I 


vas. 


- 


not be 


shown on the stage. 


If the above as- 
fJ c ^ s have to be necessarily included 


SUPPORTIVE ‘SCHOOLS’ 


in a play for the progress of the story 
they have to be 




■ In dramas there is predominance of 




either indicated by 


natya dharmi (e.g., Abhijnana Sakunta 


* 


# 


or by ending the act 
or the other 




w 


lam) and Prakarana has a predominan- 

* 

ce of loka dharmi (e.g. 


itself on one pretext 
cer exceptional circumstances 

cter may be shown i 


Un- 


A 


A 


* 


a chara- 


* 


kam ). Viewed from a different angle 


in the sleeping pos 




loka dharmi is more 


A 


in 


to enhance the production values. 
But an embrace, 

vate and provocative actions should 
no case be shown on the stage. 


drama while natya dharmi dominates i 


in 


a kiss, and other pri- 


It must, however, be conceded 

aspects, in different 
proportions, are present in every form 
of drama or dance. 


■ 


in 


ipudi there is loka dharmi 
items like Bhama Kalapam while i 
savatharam there is 




m 


n 


Bharata’s loka dharmi, in fact, incor- 


a predominance of 


porates the modern concepts of realism 

and naturalism, but he did not permit Sanchradadhara 
extremism in loka dharmi. Bharata has 
also excluded presenting certain as- 
pects on the stage like war. death, eat- 


natya dharmi 


* 


sudha , as the subject 


Krishna Himself and 


is 


there can be no loka dharmi 


■* 


in 


ing him 


* 
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THIRU tTALAJAT 


* 


of the compositions. For most 
compositions of Thirugnana Sam- 

are mention- 
In some the 


some 


n 


co 




is 


Thiruttalajati 


of the 

bandar, the Panns t^ag 

ed in the manuscripts. 

structure or the grammatical outline 

- also mentioned. For ex- 

Thiru Ezhu Kuttrirukkai”, 


Thirugnana^ 
the 7th century 


on 


He 


i A D> 

the Pallava 

■■The de- 


who lived in 
was 


of 


of 


a contemporary 

Mamalla around 650 A.O. 

of Appar n - 
urthy Nayanar are 


the songs are 


ruler 

votional songs 
and Sundaram 

the Tevaram hymns 

Manikkavacakar are 

There are 


Sambandar 


( ( 


called ample 


In 


Dvipad), Mukkal etc. 


radi means 


of (I 


and the songs 

. _ ■ i 


the name Thiruttalajati is 


Thiru- 


known as 


it 


the manuscripts, 
composition based on 


found in 
means a 


the 


references in 

Of the Saints to dancing girls 

dance in temples during 
More than half of the com- 

Manikkavacakar like “Am- 

Kottal”, 


Tala 


vacakam. 

hymns I 

perlorming 
worship, 
positions of 


and Jati in combination. 


the whole history of the Tevaram 


in 


composition 


there is only one 
the title Thiruttalajati so far known. 


D 


“Thelienam 

m are compositions spe- 

Similarly 


with 


Usal , 


I * 


* I? 


manai , 

Undi Para”, etc 
cially intended for dance 

of the compositions of the 

jSaints like the songi 

Avanudai Namam 


that the 


Obviously it is clear 
tradition of Jati and Tala have influ- 
enced this particular composition. 

with the traditional Oduvars re- 

not aware how 


1 1 


En- 


some 

ram 


Munnam 

Akatturai” 
based on Madura, Bhakti or 


I fc 


quiries 

vealed that they are 


4 4 


i l 


or 


danced. 


this composition was sung or 

only able to say that this has 

to do with the dance form, 


songs are 
Sringara Bhakti. 




the hymns something 


References are found in 


recitation of the compos'- 
instance, Dikkittu Tattatru Tiga- 


for even a 


themselves showing that these songs 

the temples tion, for 

zhndidum Mandalam shows it is based 


were sung and danced in 


the lifetime of the Saints. 


during 


viously, the large number of dances per- 
formed in the temple have influenced 


on 


Di*. R. Nagaswainy 


Dance 


read and demonstrated by Reva thy Ramachandran at the Symposium on 


*1 he script was 

held ai Shanmukhananda Hall, oil February 25, 26, 1989 


NUMBER 


1 

k 


THE SABHA IS BRINGING OUT, IN COMMEMORATION OF THE SILVER 


JUBILEE OF THE FAMED AND PRESTIGIOUS "SHANMUKHANANDA 
HALL", 


OF OUR CULTURE 
OF OUR PERFORMING ARTS 


ARTISTES AND 


ERA OF THE SABHA 


ALL IN ONE 


ALAPANA FROM HANDOUTS 




* 


ometime back a mother and dau- 
ghter came to me with 


s 


- tried to give 


to 






the same with nuances characterist 


ic Of 


request to teach Raga alapana from 


the raga. 


that is, alapana in 
Though the mother remarked that the 


notation 


ry track and they weren't happy either 
I sang then a stretch of 


j 


i her daughter “constructed 


f f 


truly m the alapana mould. 


A sudden 
This is what I 


from the notation did not sound 


the 


beam lit their faces. 


k * 


i i 


in class or concert 


same as 


we r 


I f 


* f 


want 


and the daughter looked helpless 


, an 


anxiety to somehow learn the alapana 


I could not 


I started the 


resist. 


was writ large on the youngster’s face 
Reason 


periment asking her to notate, (to 


sing 


for 


a crash success 
the annual music compe- 
round the corner ! 




what I sang in akaaras But 


no, it was futile. 


course 


I told her then to re- 
produce the akaaras. Still no 
For all that, her voice 
thin and had 


was good though 


exemplary range. She 


I ex- 


an 


claimed. 


could freely traverse the octaves and 

dwell on any top note. 


It took me sometime to digest 


the situation. 


I studied the notation 


Her swarastha- 
nas too had nothing to complain about. 

what was lacki 


Pantuvarali sketched i 


in swaras with 


ng ? The 

the feel of microtones, their 


of the phrases and with 

and punctuations. Mentally I construct- 
ed the raga. 


gamaka 


some pauses 


graces, their nuances i 
work. 


in a raga frame- 


She had not arrived at the 


It sounded quite bland 
the 'marks of aesthetics’ ! “Ala- 


scene to take off on alapana. 


She had 


quite a homework 


much of it her own 


you construct 


to do. 


from swaras marked 


on a graph paper 


or written in notes ’ 


I tried to din into 


ri g h t 


earnest to initiate 




It is not an essay of 


mere swara 
the arohana and ava- 


■he toil with practical tips The 
in the kritis of the Trinity 


i 


combinations on 


sang 

and other Vaggeyakaras 




roiana formula. 


u 


Just as a skeleton 


are a source- 

min^ to draw inspiration from, I told h 


makes no human being 

bination, 


, a swara com- 


er 


even notation, does not draw 


i i 


whatever kritis 


you have learnt 


11 raga picture 

blood and above all life (jeeva) 
case of music, 

f 

na too 


Both need flesh and 


ntuvarali. 


Take a sangathi-phrase 


In 


and try to develop from there". 


I was 

came 

ire in the 


addition of manodhar- 
said. The sermonising 

the mother and 


too optimistic, for the next shock 


f I 


I 


when I learnt that her reperto 
raga was just a couple of songs, thou 


seemed to exasperate 
the daughter. 


$! 


and 


ones 


t 


sangathees not 




ing better than practical demon 


graced but plain and simple 


stration 


I realised. 


i 


i as in the notation The 


i ne incident is not isolated. It is a 
common malaise our musical lessons 


WQ y they ‘shrunk’, 


ith copious 


is 


He has 


T * 


tant 


talent goes 
tfaining or 


riddled with, 
waste tor 
proper 

dents tend to 


are 


i 


» 


and more 


* 




3 !V-' cassettes could be aids 


* 


4 


a 


guidelines 


music 


01 






Wi 


past their training 

stint and entered the performing field. 

certainly cannot become ‘substi- 

‘manodharma reckoner 1 . 


tions. 

Walkman in hand he 
feel assured 

music ! They do not realise 
reproduction is not possible. 

K uioh Hiffpr from person to pei 
voices which cmrer irum k __ modu- 


* i they are to 

conquering the world of 

that faithful 
What with 


!W naive 


tute guru or a 
Even at the 
to have i 


innate talent and the lesson is 

learnt from observant list- 

assimilation. 


■ * 


son, in timbre, tone, 

uancss may 
ith notation too. 


1 


not sound the 

However 


lation etc,, ns 

So w 


fc * 


ening and j 


same. 

detailed the notes be, ‘c 

something that should b 
practical training, observant 

and a k 


evolved by 
listening 


o 


is in this context that some musici- 
teachers’ claims that alapana could 


w 




i 




;een perception 

For the swaras 
subtleties go beyond the 22 


4 


be iearni/taught through well 


r 


that the so called ‘canned stuff 


flections 

and 


* 


\ 


J 


I 


settes’ or script could 




in 


Their mi 


aaination and that there is 


analy 
far subtler. It is 


t C 


channel im 


nothing wrong in availing of these mo- 
■■■aids to further one’s musical 


the character of a swara in a 


in the 


OOl 


" # 


ture, its varying 




an era where students are 


especially in 


upon where it occurs 


raga, dependin 


igent, with multifarious 
vities and interests but have less time 

disposal and have to- 

compete, sound a warning 

our music 


super intell 


in relation to the swara preceding 


So much for the tak- 


ing. 


or 


« 


at 


r 


shy a that is beyond the comprehension 
of Lakshana but within vocal rendition 


note on the 


future course 


with aural perception 


sana) is likely to take * 


Prof. K. S. Narayanaswamy. former 


i 


budding artistes 


Principal of Shanmukhananda 


Again quite some 


Kalpana 


Vidyalaya, has once in an article «n>«w(ni) S j n g from scripts on stage 




place to Kalpita 


swaras have yielded 


(yaiD UHr ? 

ra i 

issue. 


Fi A, fijn 


(ipiimcrr *? (Is 


wa- 


2 


What guarantee is there that 


swaras. 


or 


one day they may not start rendering 


n 


It is the Dhwanibedas emplo- 
yed in the raga Which must be consi- 
dered and not swara alphabets”, he also) from a handout? Then 

swaras are only manodharma ? 
r 9 f«wL_iLiirciTii> )» not intona- 


(and for that maker i an am 


whither 


says and continues 


i c 


indications ( 
tions (Dhwani) which are more impor- 


KINNARI 


SHANMUKHA invites contributions from readers on issues 

and nurturing of 


of topical interest concerning the preservation 


our fine arts, for its ‘Thinking 


i- 


Aloud’ feature. 
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CULTURAL SCENE 


pril ’89. 


The months 


March/April mavati 


A 


Mohanam 

Hindu calendar jewels carved with 

ion to Mohanam. i 


4 


4 


I 


were 


year in 
invariably divert 
Rama Nava mi 
over. Erudite 


i 


A- 


ing 


igns. 


a 


* 


one s 
festival 


4 


in 


with Nannu 


t 


I 


r 


celebrated all 


Paalimpa 


m 


* 


and intelli- 


gent interpretations during the 
placing accent on the 


i * 


The 


accompanying team was another 


virtues of human 


high point of this concert. 


T. K. V. Ra- 

manujacharyulu, the violinist got his 
■■flfl I to the Shanmukhananda 


conduct, ideal character and strai 
forwardness 


ght- 


* 


in- 


portrayed by Lord Ra 
the devout to 


iroduction 
audience. 


machandra leave 
nate on 


rumi- 


is technique as a helpful 


Matunga, Chembur 
and Goregaon all have their 


i 


accompanist was quite noteworthy 


4 


I 


, One 


contribu- 


would hope he gets 

to come to Bombay in order to establish 
his popularity. 

distinguishing mark 


more opportunities 


tion in making 


the seasonal schedule 


K. V, Prasad made 


a 


‘pra- 

stalwarts had made their 
In addition 


in the matter 


pro- 
His un- 


vachana 
mark. 


viding a good rhythmic boost. 


music concerts in a 
scale also had been slated 


derstanding of th 




vocalist's 


style of 
Veteran V. Ma- 


in 


mg is remarkable 


some of the samajams 


Indeed, ‘Rama- 


garajan added a new Naada dimensi 


ion 


bhakti’ is the supreme essence 
natak music as handled by 
garaja. AN the more is the 


on 


ira 


■ 


Saint Tya- 


reason why 

various organisations should not 
provide a few more cutcheri items for 


m 


avathar's 






was 


in 


season. 


wi 


the topic, 


Tyagaraja 
chosen for the discourse, 
ja, Ramachandra was 


* i 


» i 


that he had 


To Ty 
an acme of godly 


i 




« 


& SS continued with its Hall’s 

music 


Silver Jubilee fete presenting the 


perfection well blended, 
tions in the main, 


recital of T. V. Sankaranarayanan in 


* 


ent 


April 


• True to his reputation, srutibha- 
va and madhyamakala tempo 
points in favour of TVS. 


Rama’s personality 


Q 


# 


ture set to divine music. 


The veteran 


Sambasiva Bhagavathar delineated ct 
tain choice pieces of Tyagaraja 
ing a heart-warming 






rapport with the audience 


with a zestfi.i 1 


Subrahmanyena 


provia- 


a Dhanyasi) 

Swaras, 

a rare-hued melody of discouse. 


embellished 


musical fare in his 


TVS rendered 
Saranga 
with eloquent 


Prior to the discourse. S 


am 


4 


mi 


) 


am 3n a 


basiva Bhagavathar 




distribute” 


prizes 

Vlusic 




to the winners of the Annua! f 


held by the Sabha and 


piscernible 

of poignant evocation and 

forming verve 


* 


in this 




choiarship to deserving talents of the 


c 


per- 


o 


Sangeetha Vidyalaya 


V 


& Arts Society pre- 


Music 

its May 


B 


schedule the vocal re- 


in' 


Again in 


certs of two 


ri 


cital of Vasumati 
artiste in fidelity to 


Auditorium we 


lessons learnt pre 


palghat T. S. 

Natarajan. 


based vocalists 


Bombay 

Anantharaman 

Both of them 
Later in the 
piesented F 

Her rrtu^H 


sleek items in the 


V. 


> 


and P- 


quality of a 

The tempo 


>t a good order, 
he month, NCPA 


voice 


although the bu i I t-in 

found madec 
well built up 


were 


r 


' 


irse oi i 


tl 


was 


i 


A 


w 


i Rao’s vocal 


Raga 


i compositions. 

general presented a case 


quality. 


i 


Tl 


int 


na 




> i w 


D. K. 


ttuvadyani 


Ravikiran s 


t 


u 


for greater 

tive wave 


I recital (aogis • 


-length which perhaps is a 


v e c a 


Jayaraman s 

mukhananda ( 

for the month of May. 

nius was very 


excellent items 

The glitter of 


were 


for the upcoming younger ge- 

Bombay, opportu- 


h and i cap 


neration 

ni ties to 


Li C I 


Ravikiran s 

ceable 

(Ramanat'nam) 

pecc 

graci 

bam, in Yadukuia 
Sastri KrSti a 
ration it was, his Bhairavi 


listen to Nadaswaram 

not in their lot. 


concert. 


the 


It is to 


m 


are 


in 


was 


maestro 


mention that 


The young 


able artistry. 

efully glided into a 

Kambhoii. A rare Sya- 


weighty vilam- 


contribule to making one 

and secure a name at that. 


a 


ma 


The mid-June programme under 

Shanmukhananda Sabha 

sumptuous fare. The 

wholesome flute reci- 

vidwat and 

Brinda- 


bliss one expensing 

Tanam-Pallavi made a 


auspices of 


t 


and Kamalakar was again a 


Manjunath (Violin) 

(Mridangam) made a good supper 


Sisters gave a 


Rao 
ting team. 


tal 




A fine atapana of 


vivaharam 


vana Saranga (Srirangapura 


The conceit of D. K. Jayaraman was 


elaborate Kharahapriya were true to 


class bv itself. Songs of good musi- 


an 




modes intrinsically sug- 


the form 


arrestingly rendered. 


cal muscle were 
A composition of V. V. Srivatsa, Gana- 

lofa Karunalavala in 


irnaranjani was invested with its 

in the rendition of a rare Mu- 

Vancha thonu 


Durbar, surfeit in 


thiah Bhagavathar piece 

with sparkling 
RTp in Kalyani was in 

. Accompanying were V. V. Ra v/I 

(Violin), Madirimangalam Swaminathan 

(Mridangam), a * 

Palani Subbudu. and 


Chittaswara. 


structure was 
ence. 

Kausale (Gowrimanohari). The compo- 


prachina pad- 


i 


Another gem of Srivatsa was 


t ’ 


i 


ser 


disciple of the famous 


ception. 


M. Subramani- 


am (Ghatam). 


Young Manjunath, the violinist gave a 
very good account of himself. Here is 
a violinist whose strength lies in his 
restraint — in bowing and fingering. 

He abundantly deserves encourage- ted into a similar class of 
ment and opportunities. Karaikudi the Ariyakudi school is 


The concert of K. V. Narayanaswami 

the next day also tit- 

purity 


on 


associated with 


sruthi-suddham 


Mani on rhythm as usual played with a 


good sense of anticipation. 


was excellent although he is 


36 


on 66. Artistic flashes do 


not find a 


which stood out in the 
neated ‘phase by phase’. 


Todi RTP. deli- 


provision in his recital. 


is 


ram’ in his rendition. 




His good 


The little violinist excelled i 
of accompanying. 


art 




concert 


is interestingly 

ion. 


It did not look her 


sustained throughout the durati 


r 


debut. Baby Gayathri 


- - , city prodigy, 

with the fine perception of the vocalist’s 
moves 




vikalyani and Madhyamavati received 

treatment. 


1 




manoeuvred along delicately 

Her par- 


* * 


a soulful yearning, Enneramum 

the hearts- 


gearing the tone of the violin. 


rt 


ticipation in Todi Pallavi at 


every level, 


rings. 


Ravi’s Violin 


was adequate 


including the Trikala and Tisram 


was 


Bataji and Vaikom Gopalakri- 


a 


made a spirited Mridangam 


Ghatam pair 


Equally felicitous 


was 

with a melodic touch, 
ist worth watching. 


S. RAMACHANDRAN Here i 


is a 


* 


* 




recital could 


s 


A resurgence of youth i 


in the musical 


as well be called 

semble programme f 
prising, besides the flautist, a promising 
Violinist, Sriram. a seasoned Mridangist 
R. Venkateswaran and a rising Kanjira 

star, S. Sriram, rose as 
the performance a musical 


forefront it was 


an i 


en- 


two concerts of 
a Vocal by R. Ashok of 


May at the Mini 


corn- 


5 


Madras, the grandson of the legendary 
Papanasam Sivan, and Flute by versa- 
tile city artiste P, S. Moorthy, groomed 
by Dr. N. Ramani, proved beyond doubt 


' 








one man making 

I JL experience. 






future of music is quite safe with 


Both were teamed with 


A multifaceted 


young talents and their 


musician, a 


ist. 


promising reci- 






Flau ist, Mridangist and 






very much augured well for a 


a Harmoniam 


pro- 






exponent, Moorthy 
untant handles each 


, a Chartered Acco 


re. 




instrument as he 








In Ashok one discerned 


The musical envi- 
ron at home too is considerably 

sibie for his flowering into a 


a refreshing- 
technique 

and 




fy imaginative approach 




with melodic aesthetics 




ing artiste. 


‘feel’ 


given expression to in 




a robust voice. 


' t 




boning had then- 


share of nourishing 
The grandson’s ren- 

Chittam Irangacfenayya (Saha- and brilliance 

na) was enough evocation of the grand-^^^Htfj^H^H 


Gowlai, Purvikatyan 


i, 


ii, all cascaded in thei 


ir beauty 


Standing 

soulful enchantment was Nannu Palin ) - 


out for 


its 


soulful yearning. 

Sankarabharanam 

Vafingavibho 

stood testimony 


pa which had an arresting Thani from 
percussion pair. 


a stately Aksha - 


with niraval 


swaras 

style 


to his sustaining 


KINNARf 
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PORTRAIT 


f 


anantharama 


pie than Patghat 

moustache and 

‘Payilvaan 


better 


could belie, there couldb ® n ° 

Tall and burly, tair 




with fiery 


If looks 

Anantharama Bhagavathar. 

attired, this 


* 


7 


looked more a 

nevertheless did com' 

with musical acumen 
like Nurani 

imania Iyer and others 


19th 


* 


impeccably 
than a Bhagavathar 


« 


* 


1 


and rei 


mand a voice diligently 

red from training under titans 

alhar, Maha Vai 


of the time 


1 


acqut 
Bhagav 


the doyen of Harikatha 


Pandit Lakshmanachar 

turning point in 


* 


musician to a 


\ chance 


his life- From a 


v 


of the era, brougrv a 
katha exponent he 1 


remaining supreme in 
like Violinists Ti 


* 


i 


accompanists 


performing with ace 

Tiruchi Govindaswamy 


i j* 


the streams 
Krishna Iyer and 
nambia Pillai and 




* 


* 


Dakshinamurthy Pillai. 


of the Royal Courts of 
Gana Gandharva from 

from Mysore. 


ic earned him the coveted patronage 

the titles of 


His music 

Mysore, Travancore 

Tiruvavaduthurai Adheenam and 


and Cochin; 


t i 


i 


Gayaka Sikhamam 


14 


grandsons and granddaughters cany 


His music it sti 


V 


on the family 




portrait of the Bha- 


the fitness of the things that a 

Sangeetha Vidwan & Teacher 

1 at the Shanmukhananda 

. And the privilege went 


It is therefore in 




■ 




gavalhar, presented by his BHHBHH 

Anantharaman of Bombay, should\ be unveiled 




T. S 


>■ i 


Silver Jubilee Celebrations 


Sabha during its Hall's 


Kalanidhi Palgnat K. V. Narayanaswamy. 


to no less a musician than Sangita, 


octogenarian son Shri T. A. 


i 


The presence of the 




ram any a Iyer, added lustre to the function 


» 




few seasons, and 


Take a music-bath once or twice a week for a 


fl 4 




f f 


will find that it is to the soul what the water-bath is to the body 


you 


* 


Oliver Wendell Holmes Sr. 




* 


* 


* 


* 


★ 


* 


¥ 


The most exciting rhythms 


44 


4 


most beautiful melodies simple and inevitable. 


1 1 


W. H. Auden 
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medicine on stamps 


he advances in medicine are evi- 
dent to all. 


T 


nardo da Vinci, the multifaceted 


genius 

is bound to appear in any thema- 


can expect to live up to the 


tic stamp collection, 


age 


of 84 years, 
life expectancy 


in India the 


of modern bacteriology 
j immortalised by the 

Robert Koch. 


r. 


« 


7 


nearing 60 years. 


is 


whose name is 


name pasteurised milk: 

whose discovery of the 


All great achievements of today 

based on a foundation of work by giants 
of yesterday 


are 


germ is 

benefiting all Indians today; Pavlov the 


a historical review 


great Russian scientist, who 


of the march of medicine i 


enunciated 

reflex; 


is essential to 

on our perfor- 

chance to 


the 


principle o' conditioned 
Leeuwenhoc inventor of the mi< 
the Curies of radium fame 


have a right perspective 


It also gives us a 


mance. 


honour the past greats, 
fluence the present generation 


Roentgen 


This will in- 


f 


whose discovery of X-ray a vital break- 


ro* 


eve greater heights of medical know 


tingale, the Mother figure of 


e. 


nursing, 
on Cholera in 


me whose research 


This kind of review has been 
ed in 


achiev- 

mannei 


memory our 

named; the Mayo brother 
famous cl 


ine Institute is 


a subtle and beautiful 


by trie exhibition of Medicine 


inic, Walter Reed, for who 


on 


m 


put up by 
Subrahmanyam . 
great 
novator. 


Stirimati Subhaiakshmi 

not only 
but also 

used 


the biggest and best 


equipped military 
Bn USA is named and a host of 
.. It is a pity that 


a 


i 


an in 
her vast 




our Indian me- 


j 


greats do not seem to be 


repre- 

not even Charak or Sushruta. 


collection of stamps 


with ingenuity to sented 


mount a series oi exhibitions 


on various 


themes like Medicine, Music etc 


There are many other medical sub- 


t 


ling about 40 themes. 


vividly brought out. 


This is a visual- 


just a few, medicinal plants. Red 


people. 
Medicine on 
at the Shanmukhananda Sa- 
bha in connection with the 

celebrations 

out in striking fashion. 


cross. 


The recent 


exhibition, 


tt 




are covered by many co- 
Other themes represented 


s 


ff 


untries 


are 


ind welfare, child care, dental health, 


TB, blood donation 


% 


% 


nary medicine etc. 


The list is almost 


endless. The beauty of th 


exhibition 

can be fully appreciated only by view- 
ing the stamps. 


The exhibition has 
flavour. Stamps of 

on show. 




an i 


numerous countries 


were 
Medicine 


This is as it should be 


is 


It may perhaps be worth the while to 
put up this exhibition in various medical 
colleges to inspire 

all it was an educative and aesthetically 


A 


is shared freely and openly by 


all 


countries. 


of men and women 


the students 


in 


been honoured 


in these stamps- 


Hippocrates 
Sessional Conduct 

several countries showi 
sal his 


whose famous oath of Pro- 


appears in stamps oi 

ing how univer- 


The two-day exhibition (May 13th & 
14th, 1989) was 
Murali K. Chanrai, 

Hospital. 


percepts are. 


inaugurated by Shri 


Trustee of Jaslok 


The list of 


personalities portrayed on 


is a virtual who is who in 




Just to name a few 


Leo- 


Dr. K. S. V 


t 


A REPORT 


thiruvarur 


jayanti festival 


THE MUMMOORTI 


talent on the music 

hour to a 

enthusiasm, 
would console 
a dire future for 


sented 




stle of a growing 

soars 

i Nak- 


Each sang for an 

Their 


he hustle and bu 

■■■^■The tern 


T 


select audience 


township. 

to 40° Celsius, wi 

zenith. 


iih the Agm 

Several thousand 

streets to witness 


incerity, and 


s 


up 


all those who 


shatram at its 2 


the 


Kqrnatak music, u: 

1 Srinivasan (veena), Aru 

idangam) and Vittal Rama- 

Unni- 


pilgrims throng 

the historic revivalof the amo s ^ 

chariot fest.val. We 

treeless path leading t 
- At the end of the street we sud 

denly come face to face 


Prakash (mn 


row, 


mi 


evocative Sahana 


pie. 


nan s 


iscent of his guru Dr. 


rta 


The Karaikudi bani of 
presented by Srini- 

Rajeswari 


The 


S. Ramanathan 


taking scene, 
lalayam tank, 
votion 
the breeze. 


brim with de- 


Our hearts 
and music see 


veena was ably re 


ms to waft in 


disciple of Smt. 


vasan, a 

Padmanabhan. 


the 


Thiruvarur 


stands still. 


The evening sessions practically glit- 


Time 
birthplace 


of the Trinity of 


notch stars 


of the tered with top 


The towering 


the inaugural 
long futile wait for the 

the official fun- 
half hours late 


Music. 

famous temple takes us 


Santhanam sang 


back into the puram 


concert. After a 


of history when Shyama 


golden!, era 
tri, Tyagaraja 1 

this hallowed soil. 


Chief Guest to appear 


ia and Dikshitar were born 


ction began one and a 
Santhanam’s memorat 
lobha) and Durbar (Narada Guruswamy / 

shortcom- 

brilliant Saveri 
will be long remembered by 


on 


Syama Sastri was born here in 1 

closely followed by Tyagaraja in 1767. 

Dikshitar, the youngest of them, was 

were 


more than made up for any 


Seetha Rajan’s 


inns. 


• / 


(San/car/J 


audience. KVN, thou- 


the appreciative 


e month and their homes are 
rim centre for musicians 


in the sam 
now a pilg 

Kanchi Kamakoti Peeta Carnataka 

tha Seva Trust celebrated the 5th in. 


qh slated to sing, did not appear 

asked to "ill 


. Sri 


San- P. S. 


He later did a double by accompa- 

i Srinivasa Iyer. 


angeetha Mummoorti Jayanti 


nymg 


Among the stalwarts, TVS, R. K. Srikan- 


hcre from 6th to 11th, May, this year. 


ton, DKJ. TRS, V. Ramachandran 

wholesome fare. 


The birthday of each of the Trinity was 
observed with puja and music at his 


Dr. N. Ramani gave 


i'/iLV brought the week-long 


home. 


tions to a glorious end 


two sessions everyday. 

The morning sessions (from 8 a.m. to 

) were delectable, for they pre- 


drama staged by Sn 

Harikatha by 


Adi Shankara, a 


Chakra Stage of Madras, a 


11 




Karnala Murthy, and a 


procession aro- 


und the 

the fare. 


added 

Akhanda ganam 


variety to 
or continu- 


1 




Gopalnath’s 

created 

*ty of sound. 


ri 


concert 


an 


for 






24 hours, by the Sri Sadguru Sangee ha 

Samajam was the highlight of the 
Many senior 

indeed 




week. 


) 


A general 
drawn out by the 


guideline 


participated. 


may be 

organisers to 




It is 


ing that the birthplace of 




ensure that each of the 


the Trinity has been restored with the 

sanctity 








by every 


to 


The Trust has i 


artiste. 

out any pro- 
repetition of 


n 


This will also 
bability of tedious 


» 


L 






organi- 

The programmes went off without 

was im- 




t 


is. 


The audience turnout 


a 


piessive and encouraging. 


A request may also 


be made to 

festival 


However, recording here a 


sug- 


gestions made by some Rasikas 


can 


the festival may 


into circulation 

composi- 


1) Two instrumentalists should not 

be billed to play 
other on the 


now 


■ 


one after the 


same evening 


Raman 


f 


TALA VAADYOTSAV 




89 


T 


he 4-day Eighth Percussive Arts 


port to the percussive arts. 


Dr. D. M. 


Festival-cum-Conference 


Nanjundappa. 


organised 


Vice Chancellor of the 


by the Percussive Arts Centre 


University of Bangalore. 


from 28th 


to 31st May, *89, had 


K. Puttu Rao Memorial Palnhat Mani 




and rich 
percussion 


a 


fare. Several lesser known 


Award to mridanga vfdwan V. Kamala- 


•nstruments like the Naqara and 
Kaihakali Chande 


the 


were heard. 


of the mridanga 
maestro Palghat Mani Iyer and lauded 
the efforts of the Arts Centre in bringing 
out useful publications. He urged that 
financial support should be given to 

be such bodies. Dr. V. Doreswamy lyen- 


Dr. Raja Ramanna, the eminent Phy- 
sicist & Nuclear Scientist, in his inau- 

address, stressed the need for the 

scientific methods to 




k 




■■ 


f 


gar, B. V. K* Sastry and A. Subba Rao 


of percussive instruments 


es- 


stressed the talents of Kemalakar Rao 


f 


Ghatam. 


I U.D.N. Rao 


and felicitated him on receiving the 
Award which was 
sup- Murthy. 


in-Chief of the Arts 


1 


« 


ex- 


# 
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Born a 


word about the awardee^ 

ot the great philanthrope , 

Kamalakar Rao had 

Mridangam 


an ac 


sha van 


A 


Chende. L. Bhi 


i 


son 

Sri G. Varadarao 


ensemble of Morsing., 


pr 


ensembles, Thala Tha- 


r 


Two Percussion 

Karnataka College of 


his early 

the late Sri Vella 

groomed by that wi 

A ‘regular' in th 


and later 


of Ayyanar College of 

presented, both 


and Laya 


t Radio Sangeet 

Rao has accom- 


Music, Bangalore were 


Iyer. 

Sammelans 


Sudha Ragliuna- 


with vocal refrains. ^Bl ■ 

Krishna, D. N, Gurudutt and 


ar 


than, H. N 


partied all the 
the Sabhas in India 

toured abroad, t 

participation 

his playing 

Yehudi Menuhin in 

the first Indian to give a 
cording in France with L. 


extensively 


rendered vo- 


and 


T. V. 

cal recitals. 

Bharathanatyam recital 

Raga 


Kanya Ramachandran’s 


^mong his 


be made 0 1 


with theme of 


mention may 

along L. Subramaniam 


and 


mixed 


received 


Thana, Pallavi 


He is 

Laser Beam re* 


USA (1987). 


demon- 


Anasuya Kulkarni 


rea 


Papua, New 


strateci tribal drums of 


Guinea and Africa* 


The Palghat 

delivered by Guru Bipin Sinha o 

assisted by ilarshana Jhaveri 


Devotional Music by 


A monograph on 


was 


V. Rao was released by U.D.N. Rao. 


Calcutta 

and supported by Birmagal Singh 
Poong, in which the various features of 
the vital elements of Tala were explain- 


P. 


on 


A key-note address on Pallavi by R. K. 
Srikantan and Chandassinalli Laya by 


M. 


use in the Manipuri Tala 


ed, as 

System. B. M. Sundaram of 

illustrated the Tala Prasthara Krama 
and demonstrated the angas, Guru, Plu- 


in 


ce-Chancellor 


were released by the Vi 

the concluding clay. AH these publi- 

monographs of lectures 


on 


"y 


cations are 
rendered earlier at the Arts Centre. 


tha and Kakapada etc. 


A symposium entitled the ‘Intricacies 

of Laya” featured Calcutta K. S. Krish- 


A souvenir marking the formation, 
progress of the Centre along with some 
useful articles of lectures delivered ear- 


namurthy who rendered a few complex 


Pallavis of olden times. Prof. T. R. Sub- 


The pro- 


ler 


ramanyam of Delhi explained the ratio- 
nale behind the Kalpanaswaras, while 


audio taped while 


ceedings have been 


excerpts are video taped for preserva- 


Nagavalli Nagaraj rendered select Thil- 


tion. 


can be too much for 


No praise 
Executive Director, Bangalore 


lanas of Dr Balamurali and explained 
the treatment of Laya therein. A. V 
Anand and Shivu supported on mridan- 

Srikantan ably 


Venkat- 


ram (a fine player of Mridangam, Gha- 


tam, Kanjira etc). 


gam. Veteran R. K. 
compered the symposium. 


ability, finesse in 


dealing with 


and unfailing charisma had 


a lot to do 


with the success of the proceedings. 


Ustad 


Dilawar Khan of Lucknow 
sprang a surprise with his erudite play- 
ing of ‘Naqara’ followed by Dolu by V. 


KSM 
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Arts & Sangeema 




*’? 


*★★★*★★★********* 

Ehanmukhar.ar.da Fine 

Sabha (Regd.) 




* 


* 


* 


Sri 


* 








* 


Bombay-400 












IE 




SilANMUKHAN.^DA HALL 

forthcoming 




* 


4* 




















JULY, 










Nadaswaram 


Shri Thiruvizha JAYASHANKAR & Party 
iv/f/r Special Thavul 

Shri Maharajapuram 


* 




8.7.89 


* 


W. 






♦ 


* 


S. RAMACHANDRAN 

& PARTY 


9.7.89 


* 


34- 


Music Concert 


* 


* 


* 


♦ 


* 


AUGUST 


* 


f 


* 




SPECIAL DRAMA FESTIVAL FOR MEMBERS STAGED BY 


* 


* 


* 


KALA NILA YAM, MADRAS. 


; 


* 


* 


* 


A Fantastic 
Comedy Play 


HONEY MOON IN HYDERABAD 


1 t 


it 


25.8.89 


7k 




* 


¥ 


7k 




* 


i A Hilarious Comedy 


26.8.89 


"PILLAI MANAM PITHU 


t f 


4 


* 


Family Theme 






* 




♦ 


27.8.89 


AMBIGAYIN KALYANAM 


A Social Play with a 


* 


* 


Purpose 


IU 


I 


*- 


ER, 1989 


Vili 1 


h 


7k 


Kalanidhi 

mt. D. K. PAT i AMMAL 
Smt. T. RUKMINI 
Shri T. A. S. MANI 

Shri R. A. RAJAGOPAL 


4- 


r m 1 




4 * 


Vocal 

Violin 

Mridangam 

Ghatam 


4 


"f 




J 


7k 






4 


\ 

i 






DANCE EXPONENT SMT 


4 


HEMA MALINI IN 




7k 


4 


i« 


A OANCE DRAMA 


■ 4 


4 
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